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FOREWORD 


The songs comprised in this memoir were recorded among the 
White River, Uinta, and Uncompahgre bands of Ute in 1914 and 
1916, the research being conducted chiefly at Whiterocks, Utah. In 
number these songs are less than those of the Chippewa and Sioux 
previously studied by the writer,! yet they contain peculiarities which 
contribute materially to the study of Indian music. Certain songs 
are found which appear to be unformulated. These are described as 
“rudimentary songs,” and a comparison between them and the accu- 
rately repeated songs forms one of the new features of the present 
work. es 

An interesting contribution to this work is comprised in the tone 
photographs of portions of two of these songs, taken with the phono- 
deik and analyzed by Dr. Dayton C. Miller, head of the department 
of physics, Case School of Applied Science, Cleveland, Ohio. This 
cooperation is gratefully acknowledged by the writer. 

Acknowledgment of assistance is tendered also to Fred Mart, a 
member of the Ute tribe, who acted as interpreter; to employees of 
the Uinta and Ouray agency at Fort Duchesne and Whiterocks, 
Utah; and to members of the staff of the Bureau of American 
_ Ethnology. 

The comparative analysis of Indian and Slovak songs was made 
possible by the courtesy of Mr. Ivan Daxner, secretary of the Slo- 
venian League of America. | 


Amer. Ethn., 1913; Teton Sioux Music, Bull. 61, Bur. Amer. Ethn., 1918. 4 
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107, Song when welcoming Visitors........02---.---2s-0ceecseenetdys 728 
UR MEINO RCH AG O26 type Mamet Re nei er Men at. ad 20.Na-p we mvs ee faae eyp.9 8 729 
Oso ATOPIC a LAWN erase kets Sens ae eale viene ante ute nes eaes 785 
HER RERIE COTYI SO 110m eat natal, 2 oe oie nu Aegis e ois icin. wleisie(e = sistas ieMicie sb ale.r 799 
RUDIMENTARY Sones ? 

fe oie OF Like PIairic dogs. 2:0. 6... ew eee te serene eee e cine ee ene 
(6) The story of the frog’s children: ..-...-----.-- = -----2 2-25 eee eee ne eee ee 
hemet ed DN AUG £06 100... 2.2. c~ ioe ak ees oie ese aise ee see een ese 
(d) The bear who stole the wolf’s wife.......---------------- SC eRe 


*These are not included in the catalogue of Indian songs. 
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LIST OF SONGS 


ARRANGED IN ORDER OF CATALOGUE NUMBERS 


Cata- 
logue 
No. 


690 
691 
692 
693 
694 
695 
696 
697 
698 
699 
700 
701 
702 
703 
704 
705 
706 
707 
708 
709 
710 

all 
712 
713 
714 
715 
716 
717 
718 
719 
720 
721 
722 
723 
724 
725 
726 
727 
728 
729 
730 


No. of | Serial 


Title of song singer 

Bear dance song (a). -.---.--------------+----5 ee ee 4 

Beare Go. (D) scp base nt oe ti 2 Re ene gine 4 
aoe oe GG: (Co Se 08 ecco wie gee cies Se eee ree oe oe ee 4 
Final song of Bear dance (b) ..-=.----------+++++++++-+- 4 

Sun dance song (a)..------------- +202 eee eee rete) 4 

Bae. ddi(b snc nck pessiaw see ee eee ares n mercer 4 
Parade song (a). -.--------- 5+ +2222 teen nee eee ee 4 

Hand game song (a). . -.---------+---+-+- +e ree rere cree ee are 

ees Gos, (E) ache crave vi to oa wie tiie A wee eee es ee 4 
cae Gosh) eRe oiicla Sie oi in ERG etee > ee seer es 4 
Sun dance song (¢).<---2---< se. 2 oes ee fener nenee ee 9 

Lame dance song (a).¥...--.------s--------- 22-0 eee 9 

Closing song of the Dragging-feet dance .....---------- 9 

Jron-line dance song. ..-------------- ag se. mee 9 

UiGrarte steal (9) Wareeqncs codcculmoranS Sore COD oe Gono cuos 9 

Sante G(s deacar spo con .Gebunboene Ae aoaucmobcesanee 9 
Song when washing the wounded........-.------------ 9 

Parade song (b)..:.2- 2-2. - 5 22 2 e's soo + aie eee et ee eles ee 9 

ec. iS) ERO MERE ee cE neee mower ose re 9 
Latins GONG) cei nn os soe eae ce wien, ee is Sia acre 9 
Sun dance song (i): 212 222 eiieteteieim oe 2a ee = lee al 11 

Song used in treatment of sick (a). ..------------------ 11 

See dou(b). 2s cases aces serra ee ee 
sae RT ea tahoe ayo in epee PRE RON 4) COON 
Sone On) da bhi ieee ser 20 oh eae tee sete an eine ee wot 
ae PTC WE NN eis ate tae Se Wt a 
ore ec) E) 2 fain ara oe eee Ae oe ne ee ee ee EE 
Bearers (9 a ees Oe ea Senior yee any apd 
ce Se GOA) cy ene ae seas ene ae es eee igs Os ae 
net GOs A )eck sceus eo aee ees Coes bem rene oe a ero eee 
Tame: dance song (beens ce cone erect ste eo 16 

Dragging-feet dance (a). ..------------------+--+-+--+-- 16 

GiGeG Eriteetste) steal @O) saeabaenuosocbrec cannonlosacdTce nent 16 

Warisong’(C)isaccccts sec ee eer eee ea ere eet sone oaks 

SCOUb HOME Rae see Hie rela telaee eta ard ote ake Se eee ie reer ceretetoter 16 

Song when washing the wounded (a).....-------------- 16 

Parade-sonig (f). 6 fa sgn2¥s ne = eesps sen pe ee 16 

Song when begging for tobacco........----------------- 16 

Song when welcoming visitors........---------------+-- 16 

Serenade. secede eee ee ee ee eee eee er eee 16 

Bear dance song (j).c.. 2a. noe ieee ee eee 7 


No. 
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15 


ARRANGED IN ORDER oF CaTaALoGuE NumBEeRs— Continued 


Cata- 


bepe® 


731 
732 
733 
734 
735 
736 
737 
738 
739 
740 
741 
742 
743 
744 
745 
746 
747 
748 
749 
750 
751 
752 
753 
754 
755 
756 
757 
758 
759 
760 
761 
762 
763 
764 
765 
766 
767 
768 
769 
770 
771 


No. of | Serial 


Title of song singer | No. Page 
Murkey. dance song (a). ...220- 6500... Sissies ie ege eee 7 30 97 
ae Doh eae a a Ae ede ts er eel oF ee SL 98 
SS CON fas) aC) is eae 7 46 115 
ae ce DOR RNS ots tia Me ated aise a be mee 7 47 116 
Parad ison (eee a ae er siet a annie ets Simrad sine eater ete clei eiare s 7 91 171 
Hand game song (b). ......--- 52, --- 2-2-0 + eee ee ee eee 7 95 177 
Lom Glos (Oe BA Sage AeA Ge aren Sone pao ae ae cee ee rOmarn ¢ 98 178 
oe 5°77 A RE Se ce ee Tien rey ad Ors BEE 2) 
Bear dance song (i). cates icc once tet ee aie apes ol ole 6 12 69 
Set eee aah ahaa Same eid ice PGA TOL 69 
Turkey dance song (C)=-..-..-- +--+ -- 22+ essence eee 6 32 99 
Bee oe Re ee eet tne Soe | OME BS 99 
Woman's dance song (b)<:--0 1.222342. .- 22s. - 6 37 103 
ene Se EE AS? sak em ade 8 Gene Re ee eR DER a Bn ele 
Hand game song (d). ...---------- +25 eee eee eee eee ee 6 97 178 
Dragging-feet dance (b)-...---------------++-+-+++-++- 18 44 113 
WV AIROM& (sarees ose ee tees yatene erenie tae inscietestetciee 18 73 152 
Parade of returning watriors........-.-------+---------- 18 74 753 
War song (g)------2----nn nee ee ere ee eee regen eee 18 75 154 
Scalp dance song (b)......------- +--+ +--+ --eee reer eee 18 79 158 
See rk eee ee ty wa wen eee cass acter oie eke 80 158 
Song used in treatment of sick (j)...------------+-+--+- 25 61 136 
See Cenc o 52 ek Ata sw Ceo ere. ets ete e|s 2D 62 137 
By eee BAY BR ts eee cig mdi Boe teen DS te af sh BO 63 137 
ape BN rs eae age hs ed me ae ma = Oho EES 
Oe. Fo SOS eA et OO ie ASI Te eS a 65 138 
Byes ECO Yee. aah Pees Sac pee pe a are en OD 66 139 
“The dust of the red wagon” ......-.-.----+---+-ee-e eee 1 1 58 
Wat song (A)si2ccb- ose ee 62 te we we ee Fee eee eee eee 1 67 147 
Scalp dance song (a)...-.------+++0+2eee errr rere trees 1 78 157 
Parade song (j)..----------2-e-r cece creer eter ere cecee 1 92 172 
wee. (Das ER na ie Ee aI UI a i CENCE CIOL 1 93 173 
Bear dance song (d)....----------- +2222 2 er reer eres 5 8 65 
rae OTL ON eee sae Soe we tne de cee ns B= deca ben's et os 5 9 66 
cate Pi Ut ee a Nea seers Sho epee reer Oh tae ewe el eed. 
eae GG) (@) 2 toate tee cae due deh ga seen sees settee ys 5 rE 68 
Undetermined dance song (Cc)... -----------------++-+- 5 29 89 
Lame dance song (c)..---------------- oer ee nee 3 17 4) 110 
Closing song of the Lame dance... ~..------------------ 17 42 111 
Double dance song... --------- Fe ve crore nite 17 50 119 
Parade song (e)..---- «eho gas scaclC CEARUE CCE CC LODE: 17 87 169 
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ARRANGED IN OrDER OF CATALOGUE NuUMBERS—Continued 


eee Title of song oie Abies Page 
0. 
iL adee DAN COM ASLOL @ emisisricieteiers «ioe iacmetere care ee prrteteee 3 3 61 
iim BS ota) INGA Tie oN Aen eeneceer, Uenonr omer cosocreoGtes 3 4 62 
774 | Final song of Bear dance (a) --.-- apa tauias Ste Sih Se ee 3 16 71 
Pasay Scene Binatone UE Ae Saanoh er Sacer ens Se arione oe saSe 8 15 70 
Fi6a|= DOUDLS dance Some (A)e.e ml ae ae ais aaah Soe ahete alate yen ager 8 49 118 
777 Sun-dance:sone (dis. ssa sete er ce eee eee ee eee 8 21 84 
PTS the ORG) Di ova Fach oe ce eae ee ees 8} -22 85 
779 \sWwomans Gance:song:(a)be-.c-. 25ers see eee terete 8 36 102 
TSORharadeisong (ep )c scr =o. Mates tee etme Rane mitre ate pets 21 89 170 
78i=| Smoking song i(a) seen scs- 2 is- os eee eee eee 21 | 103 187 
782-4. ose d0S(b) scan sccc kbar Jost hosase seen eee aoe 21) 104 188 
Uses | Reese dos C)Saeetiianctes Seer aewtle oes Bae eae oe eee 21} 105 188 
784 | Yellow hair........- Pe Saaea obs oasis a ntatate oe ores, SS 2 2 59 
PSOn| GOOns-ALOUN Gr awa WIG Osos cea re eeeine ein leo ee 2:1- 109 192 
786)|79un dance song (2) 22 cscs oes cys ee ae see eee 12 24 86 
WOT Waseee CON(h) Bas Saas eee hee oe a aoe a ae ana 12 25 86 
788 | Undetermined dance song (a).......-..--.-------- A Sula 4 27 88 
789 |..... GOA Ve seia dope ones oat ac ets jeter eee Sees 14] 28 89 
790 | Turkey dance song (e)..-...----- SrMicratstensjsaole senate 15 34 100 
291. bates 4 DICE) ts ep ccw Descente ea ee ee 15 | 35| 100 
BOD a War songs (Cee 8 cs Boe ertte aster ae at sane etna hs tee 19 149 
793 | Parade song (h)-...-.--- Re NIE ate SEIS 19 171 
7O4el Wat Some: (Dash te oo So cae Gitte aoe Hee ee eee ee 20 159 
GOs bossy Fe ae eet ee eR Rae ee So aia Pat Sa 20 159 
496. |p Hand'game sones(C)is. 22a eee ee Soe oe ee ee ee 22 177 
TOT headers DOA(S) se Fe iS oe pao nsaln s gees eater 22 180 
79S8e|- Sun dance song: (1) S252 sees es woe oon oa Ne eee ee 13 87 
799.\- DreaTM SONG. ccmss s arse ese cence oe aes Se ee 23 193 


SPECIAL SIGNS USED IN TRANSCRIPTIONS OF SONGS 


These signs are intended simply as aids to the student in becoming 
acquainted with the songs. They should be understood as supple- 
mentary to the descriptive analyses rather than a part of the musical 
notation. 

+ placed above a note shows that the tone was sung slightly 
higher than the indicated pitch. In many instances the tones desig- 
nated by this and the following sign were ‘unfocused tones,” or 
were tones whose intonation varied in the several renditions of the 
song. The intonation of these tones was not such as to suggest the 
intentional use of “fractional intervals” by the singer. 
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— placed above a note shows that the tone was sung slightly lower 
than the indicated pitch. 

(- placed above a note shows that the tone was prolonged slightly 
beyond the indicated time. This and the following sign are used 
only when the deviation from strict time is less than half the time 
unit of the song and appears to be unimportant. In many instances 
the duration of the tones thus marked is variable in the several 
renditions of the song. 

-) placed above a note shows that the tone was given slightly less 
than the indicated time. 

;- placed above a series of notes indicates that these tones 
constitute a rhythmic unit.- (See footnote to Table 19.) 


NAMES OF SINGERS 


Number Number 
(see tran- Common name ! Ute name 2 ofsongs 
scription) recorded 
WAN LA TUMORI awe Se tare ese Moparts Ukaw te Leet eee. 5 
EN TKOLCC ar i sa Sey es ee INDICA Vail ieee aera ree eee yee ee 2 
DeMuTeC Mattie a. a eae oe sec okt Native name not given.....-.... “3 
AMI SAACS sett Bey mets oa care eee Ses Macrnttsitt esc aoe se ne 10 
Dome larkoNonner 25. toca Bee SOMAW AVE ce cee cate aes 
6 | Joshua Washington. ........-.-- Ra teaisessccrecid eee eee 7 
TMCV IM ANCE ene 5 fee eee ee SW a Naniten se oles: eck. home ae 
a REC Vetere a er (ere ee Nata mille Stare efare aire wisisteie cis ie «She Ve cree eich 2 
97 Charlie Saritch= 222.2) 222-2 22. DAcriistie ter sae ee ee eee 10 
10 | Eugene Perank (Frank)......-.-- MAN I GDOMASS Mee neni aA Oe ee sees 3 
iis@eddyoPacediss <2... ieee han dB H en Ech yet ars pic eID SR cas 2 10 
POM ATIGTEW IE TAD Kes (55 Sic na,- ee oe GSCOMINOS MO Se Tae cre mentee Ae ees 2 
Salen ETOVOns > 422-7255. PE OMT AE Ea ep ees Tore the AVE cs ie lag a 
147) Sidney Blueotter. 22-2220... SAcvapatsule 7s ss eeeee fase ueet 
eR OMNOUOD sae mx 2s dente os Se ee PSU OUCD Secrets sarasota tert ois as 2 
Ge inv, JONSON ao. .<. 5s olen ees ore Native name not given.........- 10 
Hel pea OCANOOS 8: Saas hal oie pep set ieee es sie Sap he Pssst et © 4 
ASTM OUNEMUAL oe soc mania ae Sacvawibo pate soe st Seite ere 6 
OmeDavetWeetch 2.18... ease AUTON Ane Pe ee i ae 2 
DOr @harles: Mack 5 8 oc... oa. ate fel Native name not given.......... 2 
Ualalarn, IOlOTOW 2 acter cose fos oe MESO ASW ATLA Duy Mise are) ctl oter 4 
FED |S on EER A is meg aE os eee See EE my ese AN AWN eh oe ST ee 2 
OSU PAW ICONISAW a ape oe coi te tate wellsrn LENO pt ar ans ae le ee a Se 1 
24 Weeyuteheee 2c ic2 ss 25-2. RWWA AC LE snes fee alte sere ere ta a 
AZo laMire.« Washington 22. - 5s: </-/-<- Sid aygiikee: 10) bey eee ae eee a 6 


1In order that the identity of the singers may be preserved, their Ute names are here given as they are 
commonly pronounced on the reservation. 

2 The meaning of the Ute namesis given in the glossary of Ute words, pp. 18-21. 

8 This singer recorded ‘‘rudimentary songs,’’ which are not included in the list of composed songs. The 
subject of rudimentary songsis considered on p. 200. 
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CHARACTERIZATION OF SINGERS 


The oldest singers among the White River and Uinta bands are 
Little Jim (No. 1), a subchief under Red Cap, leader of the White 
River band; John Star (No. 18) and Tim Johnson (No..16), both of 
whom are old warriors; Jim Pant (No. 22), whose early hunting was 
done with bow and arrows; Arkansaw (No. 23), a Paiute who has 
been among the Utes since his hoyhood and is totally blind; Fanny 
Provo (No. 13), and Weeyutchee (No. 24). Six of the singers are 
members of the Uncompahgre band and live at Ouray. The oldest 
among these are Areev (No. 8), a man of strong character, who is 
leader among those opposing the introduction of mescal among the 
Utes in that locality. Allied with him in this position are Nikoree 
(No. 2), Jim Kolorow (No. 21), and Paul Pegaroos (No. 17). The 
younger members of the Uncompahgre band recording songs are 
Chigoop (No. 15) and Sidney Blueotter (No. 14). Among the singers 
of the White River and Uinta bands the following may be said to 
be in middle life: Mrs. Washington (No. 25), who treats the sick by 
material means; Teddy Pageets (No. 11), who treats the sick with- 
.out the use of material means; Clark Tonner (No. 5); Isaacs (No. 4); 
- Quinance (No. 7); and Dave Weetch (No. 19). Charlie Saritch is 
about the same age and was employed by the Government as police- 
man at the Whiterocks Boarding School in 1916, when the present 
work was concluded. To the younger generation belong Joshua 
Washington (No. 6), Andrew Frank (No. 12), and Eugene Perank 
(No. 10), whose surname is a mispronunciation of the English word 
“Frank,” 

Fred Mart (No. 3), who acted as the writer’s interpreter throughout 
this research, was a student at the United States Indian School at 
Carlisle, Pa., 1903 to 1908. Charles Mack (No. 20) has been promi- 
nently identified with tribal affairs as an interpreter and has twice 
visited Washington with delegations. 


GLOSSARY OF UTE WORDS 


Trina NAMES 


The word “Ute” is of debated origin. The general term used by 
these Indians in referring to themselves or to others is Nénts, plural, 
Néntgéi. 

The three divisions of the tribe considered in the present work are: 

(1) White River. This is a geographical term, the Ute name for 
this band being Ya’mpatika (yampa-eaters).* 


2 The yampa ((Carum gairdneri) “is a plant whose roots are much used for food by the Indians of the 
Oregon region, the Klamath, Umatilla, Ute, and others; from ya’mpd, the name of this plant in the Ute 
dialect of Shoshonean.”’ Handbook of American Indians, Bull. 30, Bur. Amer. Ethn., pt. 2, p. 987, 
Washington, 1910, 
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(2) Uinta, native name Uintaugump (winta, at the edge; ugump, 
pine). This was said to refer to a dwelling place of this band, located 
where two mountain streams came together at an angle, making a 
point of land between the two streams. On this point of land was 
_ the lower edge of the pine timber, as it extended down from the 
mountain side. Thus the Uinta band were those who lived at the 

edge of the pine timber. 

(3) Uncompahgre, native name Ankapagarits, meaning ‘‘red lake”’ 
(anagar, red; pagarits, lake). 


NAMES OF CHIEFS 


Tawats, sun, commonly known as Tabby. 
Nu’sina, origin and meaning unknown. 


NAMES OF SINGERS 


No. 1. To’patsuk (‘black otter”; toka, black; patsuk, otter). 
No. 2. Ni’kavari (nika, ear; vari, to hang down, to hang from). 

No. 3. Native name not given. , 

No. 4. Magwitsint (said to refer to the act of wrapping a blanket 
around one’s self). 

No. 5. So’nawavy (said to mean ‘‘God”’). 

No. 6. Pa’tSats, bat. 

No. 7. Kwa’nants, eagle 

No. 8. Ariy, origin and meaning unknown. 

No. 9. Sa’ritS, dog. 

No. 10. Tavi’ponis (éavi, day, light; ponis, loosed, as something 
unbraided). 

No. 11. Pa’git8, little fish. 

No. 12. See No. 10. 

No. 13. Sato’yum (‘‘white neck’; sa, white; toywm, neck). 

No. 14. Sa’vapatsuk (‘blue otter”; sava, blue; patsuk, otter). 

No. 15. Tsigu’p, a species of duck. 

No. 16. Native name not given. 

No. 17. Pegaru’s, fine hair, or down. 

No. 18. Sa’vawitopats (blue dwarf-boy; sava, blue, wito, appar- 
ently referring to a dwarf; apats, boy). 
No. 19. Wits, knife. 
No. 20. Native name not given. 
No. 21. TSo’kwata’piyitS (Mexican chief; t&o’kwa, Mexican; 
ta’ piyits, chief). 
No. 22. Pa’ant, tall. 
No. 23. Kanav, willow. 
No. 24. Wiyu’ts, awl (used as a needle). 
No. 25. Sa’kwiagant (‘‘white bear”’; sa, white, kwiagant, bear). 


{ 
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Worps or Sonecs 


No. 1. Anagar (red), vi’nunump (descriptive term implying a roll- 
ing motion as of a wheel), ku’avi’tsiya (dust, derivation unknown), 
ma’rikatS’ (white man, from Spanish Americana; this term is generic 
and does not refer to an individual), pwmi’wanupahai (looking 
around; the idea of the term is that of a man who pauses to look in 
all directions). 

No. 2. Oa’t&iwa’ones (oa, yellow; the latter part said to mean hair 
sticking up). 

No. 3. Pavi’tsw (weasel skin), punke (hard, fast), yamiko’vani 
(swing, imperative verb). 

No. 4. Kwa’nants (eagle), pututs (down). 

No. 40. T8iyuta (said to be the term used by the Shoshoni in 
referring to these Indians, tsi being a Shoshoni prefix). 

No. 49. To’kaneraté (black sheep; toka, black; kanerats, sheep, 
from Spanish carnero). 

No. 51. Pinu’piya (pinu’, most recent; priya, wife). 


MusicaL INSTRUMENTS 


Morache, woni'thokunap (wont, standing; thokunap, rubbing the 
shorter stick upon the notched stick). 

Drum, pa’mpon. This term is applied to both the small and 
large drums. 

Flageolet, wi’nip. 

‘Eagle bone whistle, carried in Sun dance, gusau-oka (gusau, wing ; 
oka, whistle). 

Dancers 

Dance, ni’tkap. 

Bear dance, ma’makom-ni‘tkap (mamakoni, said to refer to the 
step of the dance called a ‘“‘reverse step, two forward and three 
backward’’). 

Sun dance, ta’vo-ni’tkap. 

Turkey dance (term spp by aie tho’nka-ni'tkap (term 
applied by the Utes, PAC AnINEN ‘jigging dance’’). 

Women’s dance, ma’ma-ni'tkap. 

Lame dance, sanku’ -no'thap. 

Dragging-feet dance, Tavi’yutso’tavi-ni'tkap (etymology unknown). 

Tea dance, ti’-n0’tkap (ti is the English word “‘tea’’). 

Double dance, nawa’to-ni'tkap (nawa’to is used with reference to 
anything that is doubled together). 

Tron line dance, pana’ka-tsuwi'ke-ni'tkap (pana’ka, iron; téuwike, 
line). The term is commonly abbreviated to panatsuwi. 


\ 
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GENERAL TERMS 


U'vwiu, song; plural, w’vwiuvi. 

Kovwiv, parade; kovwiwv, parade song. 

Na’gokup, war; na’gokup u'vwiur, war song. 

Ni’a, hand-game. 

Avinkwep, inclosure in which Bear dance is held. 

Mutusukwi'gant, person who treats the sick by supernatural means, 


without administering herbs. 
Bowa’gant, person who treats the sick by administering herbs. 


NORTHERN UTE MUSIC 


By Frances. DensMoRE 


THE UTE INDIANS‘ 


TRIBAL NAME.—The word Ute is of disputed origin. In the early 
treaties with the United States Government and in reports of the 
Commissioner of Indian Affairs prior to the year 1859 the Indians 
now known as Utes were called Utahs. 

Histrory.—The Ute (or Utah) Indians formerly occupied the entire 
central and western portions of Colorado and the eastern part of 
’ Utah, including the eastern part of Salt Lake Valley and the Utah 
- Valley. On the south they extended into New Mexico, occupying 
much of the upper drainage of the San Juan.® The first treaty 
between the Government of the United States and these Indians was 
proclaimed September 9, 1850.° The treaty opens thus: 

“The following articles have been duly considered and solemnly 
adopted by the undersigned; that is to say, James S. Calhoun, Indian 
agent, residing at Santa Fe, acting commissioner on the part of the 
United States of America [here follow 26 names], principal and sub- 
ordinate chiefs, representing the Utah tribe of Indians. 

“‘T, The Utah tribe of Indians do hereby acknowledge and declare 
they are lawfully and exclusively under the jurisdiction of the Gov- 
ernment of said States, and to its power and authority they now 
unconditionally submit.” 

A treaty with the Tabequache band of Utah Indians, proclaimed 
December 14, 1864,’ indicates some progress on the part of these 
Indians, as it closes with the following clause: ‘‘The Government also 
agrees to establish and maintain a blacksmith shop and employ a 
competent blacksmith for the purpose of repairing the guns and agri- 
cultural implements which may be used by said Indians.” 

In 1868 a treaty was made with the ‘‘confederated bands of the 
Ute Nation” by which they received a large tract of land in the Ter- 


4This description of the Ute Indians is intended to assist the reader in a Sympathetic understanding 
of the material which follows, and should not be understood as offering exhaustive information on the 
several headings. 

6 Handbook of American Indians, Bull. 30, Bur. Amer. Ethn., pt. 2, pp. 874-876, Washington, 1910. 

6Compilation of Treaties between the United States and the Indian Tribes. Washington, D. C., 
1873, pp. 968-970. 


7 Ibid., pp. 970-974. oe 
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ritory of Colorado as their reservation. In 1874, however, they relin- 
quished a portion of this land, the agreement being made between 
‘‘Relix R. Brunot, a commissioner in behalf of the United States, 
and the chiefs and people of the Tabequache, Muache,-Capote, Weemi- 
- nuche, Yampa, Grand River, and Uintah, the confederated bands of 
the Ute Nation.’’® The first-named band is now known as the Uncom- 
pahgre. A prominent chief of this period was known as Tabby. 

A valley in northeastern Utah, comprising the present Uinta and 
Ouray Agency, was assigned to the Uinta band of Utes by proclama- 
tion of the President in 1861.° There they were joined by the White 
River band in 1880, while the Uncompahgre and several other bands 
from the Colorado reservation agreed to settle on the La Plata River 
and on the Grand River near the mouth of the Gunnison. Thus a 
majority of the Ute tribe were divided into 10 parts, which became 
known, respectively, as the Northern and Southern Utes. 

SocIaL ORGANIZATION.—Very little is known of the social organiza- 
tion of the tribe. The writer was repeatedly informed by the oldest 
members of the tribe that the Utes had no societies, and that the only 
divisions of the tribe were bands, each led by a chief. 

Tue NortHern Utrs.—The present work concerns only the 
Northern Utes, living on the Uinta and Ouray Reservation in north- 
eastern Utah. In addition to the Uinta and White River bands, 
located there by agreement, a considerable number of Uncompahgre 
are enrolled at that agency. The Northern Utes have appeared in 
history chiefly through the journey away. from the reservation, 
undertaken by the White River band. The land on the Uinta Res- 
ervation was allotted in severalty in the year 1905. The White River 
band objected to the restrictions this imposed upon them, and, 
failing in a protest, they decided to leave the reservation in a body. 
They started in the early summer of 1906 and went into Wyoming, 
apparently with the intention of going into the country of the Sioux. 
A diplomatic envoy, sent by the Commissioner of Indian Affairs, 
persuaded 45 of them toreturn. The remainder were finally escorted 
to Fort Meade, S. Dak., by United States troops. They went 
peacefully and were located on the Cheyenne River Reservation in 
South Dakota until June, 1908, when, at their own request, they were 
returned to the Uinta Reservation in Utah, reaching home in October 
of that year. Red Cap, one of the two chiefs who led this expedition 
away from the reservation, was living when the material comprised 
in this book was collected and lent his influence to the furtherance 
of the work. 


8 Indian Laws and Treaties, compiled by Charles Kappler, Vol. 1, pp. 151-152. Washington, 1903. 
9 (Mentioned) ibid., p. 271. 
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Hasirar.—The Uinta and Ouray Reservation, where the material 
comprised in this book was collected, is located on a high plateau, — 
north of which rise the Rocky Mountains (pl. 2,a,b). Sagebrush is the 
only native vegetation except along the courses of the rivers and 
streams that descend from the mountains (pl. 2, ¢, d). One of the 
canyons, known as White River Canyon (pl. 3, a), was the early home 
of the White River band. The Uinta band are scattered, their 
name, which undoubtedly was given them in some other locality, 
suggesting a preference for somewhat open country rather than the 
canyons. The members of the Uncompahgre band at the present 
time live about 30 miles south of the mountains along the Green 
River. 

DweE ..ines.—Tipis covered with elk hide were said to be the early 
dwellings of the Utes, buffalo hide being used when it became avail- 
able. Thatched dwellings were used by those too’ poor to have tipis 
and appear to have been commonly used by all the tribe during 
the summer. A dwelling of this type photographed by the writer 
(pl. 4, a) was identified by an officer of the United States Army as the 
type of dwelling which prevailed among the Utes in 1888, when he 
was stationed at Fort Duchesne. Log huts are extensively used as 
winter abodes at the present time, a typical summer camp being 
shown in plate 4, 6. 

TEMPERAMENT.—The Utes have never been a war-like tribe, yet 
they are a people of great tenacity of opinion. This has repeatedly 
brought them into difficulty with the Government. In contrast to 
this underlying tenacity, they seem characterized by quick transi- 
tions of mood concerning matters of less importance. These chang- 
ing moods are like the brief, sudden storms that frequently occur in 
their native environment and are followed by sunshine. 

LancuaGE.—The Ute is a Shoshonean division of the Indian 
languages, related linguistically to the Paiute, Chemehuevi, Kawaiisu, 
and Bannock. It has not yet been studied intensively, but the fol- 
lowing material on the subject is available for reference: 

Barser, A. E.—‘‘Language and Utensils of the Modern Utes,’”’ U. S. Geological 
and Geographical Survey of the Territories, 1876, vol. 2, pp. 71-76. 
CHAMBERLIN, RatpH V.—‘‘Some Plant Names of the Ute Indians,’’ American 
Anthropologist, vol. 2, No. 1, pp. 27-40. 
Harrineton, Jonn P.—‘‘The Phonetic System of the Ute Language,’’ The Uni- 
versity of Colorado Studies, vol. vir, pp. 199-222, Pub. by Univ. of Col., 
' Boulder, Colorado, 1910. 
Krorser, A. L.—‘‘ Notes on the Ute Language,’ American Anthropologist, vol. 10, 
pp. 74-87, 1908. 

CLAssES OF sones.—The songs recorded among these people are 
chiefly those of social dances and of war, together with songs used 
in treating the sick. No attempt was made to enter on a detailed 
study of the Sun dance nor of an undetermined religious dance, 
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around which there was placed a certain degree of mystery. The 
writer was informed that the Utes did not have songs to insure 
success in hunting, and no songs connected with hunting were 
offered for recording. 

Foop.—An old informant said: ‘‘When we lived farther east we 
ate berries, roots, and meat. ‘We dried the meat of the deer, elk, 
and buffalo.” Other native foods are pifion nuts, corn, and fish. 
The pifion nuts, even at the present time, are parched in hot ashes, 
after which the shells are removed and the nuts pounded on a stone. 
Corn is still ground by placing it on a broad, flat stone. and rolling 
over it a rather long, round stone. The resultant meal is mixed with | 
water and baked on heated earth, from which the ashes of a fire have 
been removed. According to Mason ‘‘the Ute Indians make use of 
many kinds of seeds in their dietary,” ° gathering them on the plains. 

InpustriEs.—Pottery was made by the ancient Utes, but the 
basket bottle with inner coating of pitch is now in general use. The 
basketry of the Utes is designed for utility and includes gathering and 
carrying baskets, trays, bowls, harvesting fans, and women’s hats.” 

CoMPOSITION OF sones.—It was said by several singers that they 
‘heard a song in their sleep,” sang it, and either awoke to find them- 
selves singing it aloud or remembered it and were able to sing it. 
No information was obtained on any other method of producing songs. 
In this connection the writer desires to record an observation on é 
musical composition among the Sioux. A song was sung at a gather- 
ing and she remarked: ‘‘That is different from any Sioux song I have 
heard, it has so many peculiarities.”” The interpreter replied, ‘‘That 
song was composed recently by several men working together. Each 
man suggested something, and they put it all together in the song.” 
This is the only instance of cooperation in the composition of an 
Indian song that has been observed. 

MusIcAaL INSTRUMENTS.—The dance songs and war songs of the 
Utes are accompanied by the morache, hand drum, and large drum, - 
while the hand game songs are accompanied by beating on a hori- 
zontal pole, and certain songs of the camp were formerly accom- 
panied by beating on a stiff rawhide. 

Morache.—This instrument is used to accompany the songs of the. 
Bear dance (pp. 58-72). The instrument in various forms has been 
noted among many tribes of Indians, and the Spanish term morache 
has become established by usage. It is, however, classified as 
a ‘notched stick rattle with resonator’? by Mr. E. H. Hawley, 
curator of musical instruments, United States National Museum, 
Washington, D. C. The instrument comprises three units: @)-A 


£Mason, Otis T. Indian Hastotey ak ore 439, London, 1905. 
10 Ibid., vol. 1, pp. 71-72; vol. 2, pp. 434-441. 


BUREAU OF AMERICAN ETHNOLOGY BUEEETIN75> PEATE 2 


a, Looking north 


b, Looking south 


d, Rock formation near Uinta River 
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a, White River Canyon 


b, Burial place in vicinity of White River Canyon 
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a, Entrance to thatched dwelling 


b, Summer camp 
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a, Flageolet 


b, Notched stick (shaped like jawbone of bear) with bone “rubber” 


d, Basket resonator 
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stick in which notches are cut ; (2) a short stick (or bone) rubbed 


~ across these notches; and (3) a resonator placed over a hole in the 


ground. This resonator was formerly a shallow basket (pl. 5, d), but 
in recent times a piece of zinc is used. The end of the longer stick 
is rested on the resonator, while the shorter stick is rubbed perpen- 


- dicularly, the downward stroke being sharply accented (pl. 1). Two 


- 


specimens of the notched stick and the rubbing stick were obtained 
by the writer, both sets having been used in the Bear dance on the 


- Uinta and Ouray Reservations (pl. 5, 6, c). The more typical of these 


comprises a notched stick shaped like the jawbone of a bear, with a 
bone for rubbing stick.'° The other set comprises a straight stick, in 
which notches have been cut, and a smaller stick for rubbing across it. 
This set, with the basket resonator, is described as follows by Mr. 
Hawley: 

“Name of specimen, Notched Stick Rattle. Notched stick, L. 254 
in., diameter 14in. Rubbing stick, L. 6 in., diameter 12 in. Basket 
resonator, H. 5 in., diameter 15? in. The notched stick originally 
had 28 notches about ? of an inch deep made in 20? inches. On the 
opposite side 24 more shallow notches were cut in a space of 12 
inches. The rubber is oval in cross-section, rubbing across the 
notches having reduced the diameter to 135; in. The resonator is 
of a shallow hemispherical form. It is not a drum. It is not put 
in vibration by being beaten or frictioned. A hole is dug in the 
ground and the basket is inverted over the hole. One end of the 
notched stick rests on the basket. The vibrations of the notched 


_ stick are communicated to the basket, which in turn so sets in vibra- 


tion the air confined in the hole and basket as to dominate the original 
vibration.” 

The Pima Indians, according to Frank Russell, use the ‘ basket- 
drum” and ‘scraping sticks” separately as well as in combination. 
Mr. Russell says: ‘‘ Any shallow basket of sufficient size, such as are 
in common use in every household for containing grain or prepared 
food, may be transformed into a drum by simply turning it bottom 
up and beating it with the hands. In accompanying certain songs 
it is struck with a stick in rapid, glancing blows. The notched or 
scraping stick is in very general use to carry the rhythm during the 
singing of ceremonial songs. When one end of the stick is laid 
on an overturned basket and another stick or a deer’s scapula is 
drawn quickly over the notches, the resulting sound from this com- 
pound instrument of percussion may be compared to that of the 
snare drum. However, it is usually held in the hand and rasped 
with a small stick kept for the purpose. So important are these 


10 Among the negroes of the Southern States the jawbone of a mule or horse is used in the same way, a 
stick being rubbed over the teeth.’’ Catalogue of the Crosby-Brown Collection of Musical Instruments, 
published by the Metropolitan Museum of Art, New York, 1914, footnote, p, 183. 
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instruments in Pima rain ceremonies that they are usually spoken 
of as “rain sticks.’’" Serrated instruments, with rasping sticks, 
were also used by the Negroes of central Africa and by the Chinese. 
Hand drum.—This instrument is used with songs of the Lame dance 
(pp. 105-111), Double dance (pp. 118-119), and Iron-line dance 
(p. 120), as well as with war songs (pp. 146-160) and parade songs 
(pp. 166-173). A specimen of the hand ,drum (pl. 6) was ob- 
tained and is described as follows by Mr. Hawley: ‘Small drum. 
H. 38 in., dia. 12? in. Shell of bent wood, the joint lapped 
and nailed. The inside is reinforced with a strip of bent wood 14 
in. wide, # in. thick; its ends do not quite meet; one skin 
head stretched over the shell when wet. It extends halfway 
down the outside of the shell. Holes are made in the edge of the 
skin 12 in. apart, also corresponding holes in the median line of the 
shell and its reinforcement. Two buckskin thongs are passed in and 
out through these holes in opposite directions and tied inside. A 
handle of two strips of cotton cloth cross each other at right angles. 
A handhold is formed by bringing these together for about 14 inches 
at the center and wrapping them with a strip of cloth (pl. 7). Near 
one end of the reinforcement a buckskin loop to suspend it is attached 
to the thong that binds the skin head to the shell. Both outside and 
inside have been colored yellow. The skin is so heavy that its shrink- 
age has misshaped the shell. Drumstick, handle, a round stick like 
a section of a grapevine. Head of white cotton cloth wrapped several 
times around one end of stick, held by tying its ends together. Stick, 
L. 124 in., dia. 7 im.; head, L. 44 in., dia. 14 inches.”’ 
Large drum.—It is interesting to note that the large drum is used 
with the Turkey dance and Woman’s dance, the former, and prob- 
ably the latter, of these dances being introduced among the Utes from 
other tribes. This drum is of the usual type and is placed on the 
ground, the singers sitting around it and drumming as they sing. 
The usual size permits the seating of 8 or 10 drummers around it, but 
it is said that 14 men are sometimes seated at a drum. 
Flageolet.—In general construction this instrument (pl. 5, @) resem- 
bles the flageolet used in many other tribes. It is made of a straight 
section of wood which has been split lengthwise, the pith removed, 
and the two pieces glued together. In length it is about 11 inches 
and in diameter 1 inches. It has a whistle mouthpiece with the 
windway outside. The sound holes are in two groups of three each, 
those in the group farthest from the mouthpiece being slightly nearer 
together than those in the other group. The instrument was played 
for the writer, and had an extended range and a pleasing quality of 
tone. It is said that a much better tone is produced if the instru- 


1 Russell, Frank, The Pima Indians. Twenty-sixth Ann. Rept. Bur. Amer. Ethn., p. 167, Washington 
1908. ; 
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a, Obverse 


b, Reverse 


HAND DRUM WITH DRUMMING STICK 
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ment is moistened. A member of the Ute tribe who made and 
played on such a flageolet said: “‘American song tunes can not be 
played on it but Indian music can be played on it.” 

Nores ON BURIAL cUsToMs.-~Cave burial was formerly practiced 
by the Utes. It is said that ‘‘Ouray, the Ute chief, . . . was buried, 
so far as could be ascertained, in a rock fissure or cave.” 2 Instances 
of cave burial are also recorded." A burial ground was visited by 
the writer which appeared to be still in use. On the burial places 
were the bones of horses and dogs which, it was said, had been slain 
at the death of their owners. Clothing was hung above the graves, 
and, in one instance, a quantity of corn was suspended from the 


First Rept. Bur. Amer. Ethn., p. 128, Washington, 1881. 
13 Ipid., p. 142. 
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COMPARISON OF ANALYSES OF UTE SON GS WITH 
ANALYSES OF CHIPPEWA AND SIOUX SONGS 


Taste 1.—Since the Ute songs are those of a tribe less advanced 
in civilization than the Chippewa and Sioux, it is interesting to note 
that they show a much higher percentage in major tonality. Ref- 
ence to Tables 11 and 12 will show the proportion of major thirds to 
be also larger in the Ute songs than in those of the other tribes under 
‘ analysis. he 

TABLES 2 AND 3.—These tables combine to show what may be 
termed the boundaries of the melody. In the Ute songs the initial 
tones of the songs, in about 75 per cent, are either the keynote, its 
third, fifth, or octave, and 50 per cent end on the keynote. In the 
Chippewa and Sioux songs the preference is for the twelfth and 
fifth, with the octave and tenth next in frequency. It will readily 
be seen that the Chippewa and Sioux songs are of wider range, what 
would be called in musical terminology the tonic chord being given 
in the upper octave. In Bulletin 61, page 42, attention was directed 
to the fact that the octave, twelfth, second octave, and its major 
third are the first, second, third, and fourth upper partial tones, 
or overtones, of a fundamental. The relatively large proportion 
of Chippewa and Sioux songs beginning on the twelfth suggested a 
feeling for the second overtone, the fifth representing the same scale- 
degree in the lower octave and occurring in songs having a compass 
of less than 12 tones. The compass of Ute songs is smaller than 
that of the songs previously analyzed. (See Table 5.) The reason 
for this must remain a matter of speculation. The environment of 
the Ute is entirely different from that of the other tribes under con- 
sideration, which adds interest to the radical differences appearing in 
some of the characteristics of the songs. 

TaBLE 4.—The lower percentage of Ute songs in which the final 
tone is the lowest tone counterbalances to some degree the higher 
percentage of Chippewa and Sioux songs ending on the keynote, as 
shown in Table 3. In the Ute songs the tone lower than the final 
tone does not immediately precede it in a majority of instances but 
occurs during the progress of the melody. 

TaBLe 5.—A high percentage of Ute songs have a compass of six, 
eight, and nine tones. It will be noted that only 30 per cent of the 
Ute songs have a compass of more than nine tones, while 57 per cent 
of the Chippewa and Sioux songs have such a cOmpass. 

TaBLE 6.—It is interesting to observe that although the Ute songs 
have a higher percentage in major tonality they have a lower per- 
centage of songs on the fourth five-toned (‘‘major pentatonic”’) 
scale. Instead of finding the major songs in the pentatonic group, 
we find them in the succeeding groups which comprise songs with 
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only four tones, these being the major triad and one additional tone. 
Comparison shows the Chippewa and Sioux songs to be much below 
the Ute in the percentage of these major four-toned songs. The five- 
toned scales mentioned in these analyses are the five pentatonic 
scales designated and named by Helmholtz. These five scales con- 
tain the same tones, but differ in keynote. (See Bull. 61, p. 7.) 

TaBLE 7.—Only 4 per cent of the Ute songs contain tones chro- 
matically altered (‘‘accidentals’’), and the only tones thus altered 
are the fourth and seventh, which are raised a semitone. Among the 
Chippewa and Sioux songs the most frequent accidental is the sixth 
lowered a semitone, next in frequency being the fourth and seventh 
raised a semitone. The lowering of the submediant suggests a 
clearer musical perception than the raising of the fourth and seventh, 
as it suggests a change from major to minor tonality, further suggested 
by the lowering of the third in 6 per cent of the songs. The raising 
of the seventh makes it a ‘leading tone,’ but does not affect the 
tonality of the song. The singing of the fourth above the indicated 
pitch may have been due simply to an imperfect rendering of the 
interval. — 

TABLE 8.—The percentage of songs of a mixed form is more than 
twice as great in the Ute as in the Chippewa and Sioux. A better 
comparison lies in the percentage of melodic, which is much smaller, 

and harmonic, which is slightly larger, in the Ute. 

- Tastes 9 anp 10.—The proportion of songs beginning with an 
upward or downward progression is identical in the Ute and the tribes 
previously analyzed, and the difference in proportion of upward and 
downward intervals is too small to be of significance. 

TaBLes 11 AND 12.—In Table 11 (downward progressions) it is 
important to note that the proportion of major seconds is practically 
the same in the Ute as in the songs formerly analyzed. The Ute do 
not use intervals larger than a major sixth, which appear with some 
degree of frequency in the songs of the other tribes under considera- 
tion, but they do not substitute a large percentage of whole tones 
and semitones. Instead we find in the Ute songs an increased pro- . 
portion of fifths, fourths, and major thirds, the minor thirds being 
smaller in percentage than in the other tribes. If small intervals 
preceded larger intervals in the formation of primitive music, we 
should expect to find a preponderance of small intervals in the songs 
of a tribe which, like the Utes, is acknowledged to be still primitive 
in thought. The comparisons noted in the downward progressions 
are found with little variation in Table 12, which shows the percent- 
ages of intervals in upward progression. In both tables the minor 
third is the most frequent interval except the major second, which is 
usually a passing tone. 
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TaBLE 13.—Although the tables next preceding have shown that 
the Ute do not use certain large intervals which are used by the other 
tribes under consideration, the average interval in the two groups or 
songs is almost the same, since both are slightly larger than a minof 
third (three semitones). This adds interest to the investigation of the 
minor third in Indian music. The minor (non-major) third has 
frequently been noted by explorers, as well'as by students of primi- 
tive music. : 

TaBLE 14.—The consideration of Indian music as being literally in 
a'“key” is foreign to the present work; thus the term “tonality”’ is 
substituted for ‘‘key”’ in the first table of analysis. The songs are 
grouped in the present table chiefly to determine the pitch of the 
songs and to observe this pitch with relation to the compass of the 
voice. The term ‘‘key’’ is here used in its broad sense, as applicable 
to nonharmonic music, inclusive of modes. FE major, E flat major, 
and G major show the highest percentages in Ute songs, the latter 
being also the highest percentage in the Chippewa and Sioux songs. 

TaBLes 15 anv 16.—The Ute songs show a much higher propor- 
tion beginning on the accented portion of the measure-—a peculiarity 
which suggests simplicity and directness. This is further shown by 
the higher percentage of songs beginning in 2-4 time, this being 62 
per cent in the Ute and 54 per cent in the Chippewa and Sioux songs. 

TaBLE 17.—Only 11 per cent of the Ute songs contain no change 
of measure-lengths; 16 per cent of the songs previously analyzed are 
continuous in time. The difference between these proportions is of 
less interest than the fact that a-change of measure-lengths appears to 
be so general a custom in all the tribes under analysis. 

TaBLE 18.—The accompanying instrument among the Utes seems 
to be primarily for the purpose of marking the time and tc have 
less individuality than the accompanying instruments of the tribes 
previously analyzed. Thus the percentage of quarter-note drum 
rhythm in the Ute songs is more than three times that in the former 
group. The proportion of the eighth-note rhythm is somewhat 
smaller in the Ute, which shows less than one-third the percentage 
of songs in which the accompanying instrument is in a triplet count- 
division. $ 

TaBLE 19.—This is one of the most important tables of analysis, 
showing the rhythmic structure of the song, as Table 8 shows its 
melodic structure. In this table we note that.in the recorded Ute 
songs the percentage containing a rhythmic unit is higher than in 
the Chippewa and Sioux. The melodic material of the Ute is 
shown to be less varied, the melodic structure less free, the drum 
rhythm simpler. In this connection it is interesting to note that the 
sense of rhythm is more prominent in the Ute songs. Two rhythmic 
units seem preferred to one, as the percentage of songs with one 
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rhythmic unit is slightly less, while the proportion of songs with 
two rhythmic units is three times as great in the Ute as in the former 
groups. 

TaBLEs 20 AnD 21.—From these tables it appears that a tempo of 
104 beats per minute is preferred by the Utes in their songs and also 
in the accompanying instrument. 

TABLE 22.—A much greater similarity cf tempo between voice and 
accompanying instrument appears in the Ute than in the Chippewa 
and Sioux songs, the percentage of songs in which both have the 
same tempo being 89 in the Ute and only 45 in the former songs. 
When voice and drum differ the drum is slower than the voice among 
the Utes and in large proportion is faster than the voice among the 
other tribes under consideration. 

Summary of analysis.—From the foregoing it appears that, in com- 
parison with Chippewa and Sioux songs, the Ute songs are more 
frequently major in tonality, harmonic in structure, and character- 
ized by one or more rhythmic units. The compass is smaller and 
the intervals less varied, but the proportion of ascending and descend- 
ing intervals is about the same. The average interval is smaller, but 
the difference is too slight to be of importance. The rhythm of the 
accompanying instrument is less varied, and its beat is more fre- 
quently synchronous with the voice. 

Among the characteristics of the Ute songs which do not appear 
in the tables of analysis may be noted the connective phrase (p. 64), 
the downward glissando tone (p. 58), the upward glissando tone 
(p. 175), the interrupted drumbeat at certain points in the song 
(p. 97), and the peculiar monotonous rhythm described in the analysis 
of No. 2. The songs used in the treatment of the sick contain, as an 
entire group, certain interesting peculiarities which are noted in the 
section on that subject. 


COMPARISON OF ANALYSES OF CHIPPEWA, SIOUX, AND 
UTE SONGS WITH ANALYSES OF SLOVAK SONGS 


In order that the structure of Indian songs might be compared 
with that of European folk songs, the writer obtained a group of 
Slovak songs and analyzed them according to the method used in 
analyzing Indian songs. Dr. Ales’ Hrdlitka recommended the use of 
Slovak songs for this test, as the Slovak is one of the most isolated 
and racially pure groups of the Slavs, living in the foothills of the 
Carpathians. There they pursued their own manner of life from 
the dawn of history until disturbed to some degree by Magyariza- 
tion, which began about a century ago. The songs used in the test 
were selected for the purpose by Mr. Ivan Daxner, secretary of the 
Slovenian League of America. They comprise a group of 10 songs, 
including the Slovak national anthem; a song concerning Janodik, 
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the people’s hero; a very ancient melody, ‘‘In praise of song”; a 
“dialogue on melody’’; several love songs; and folk songs concerning 
the plowboy and the girl who watched the geese. 

On comparing the structural analyses of tne Slovak and Indian 
songs we find the resemblances to be less than the differences, sug- 
gesting a widely different temperament in the peoples of the two 
races. These differences are much greater than between the songs of 
the several Indian tribes analyzed by the writer. 

Considering first the resemblances, we find that the percentage of 
songs with a compass of an octave is 30 in the Slovak and varies from 
21 to 35 in the Indian, except in a small group of Sioux songs recorded 
by Chippewa, in which it is smaller. There is also a resemblance 
in the proportions of ascending and descending major thirds and 
major seconds and in the ascending fourths. Among the differences 
we note that the minor third, which is so prominent in the Indian 
songs, occurs from one-fourth to one-half as frequently in the Slovak 
songs, while the minor second occurs from three to four times as fre- 
quently. The average interval in the Slovak songs is smaller than in 
the songs of any Indian tribe under analysis. In this connection it 
is interesting to note the contrast in the environment of the Slovaks 
and the Indians, the former, whose analyzed songs are characterized 
by a one-semitone interval, being a sedentary and agricultural people, 
and the latter, whose analyzed songs are characterized by a three- 
semitone interval (see p. 42), being a nomadic people, whose principal 
industries were hunting and fishing. The musical instinct is strongly 
marked in both peoples, and is part of the heritage of all the Slavs. 

The proportion of descending intervals and the proportion of songs 
beginning with a descending progression is much smaller in the 
Slovak than in the Indian songs, suggesting that the descending trend, 
characteristic of Indian songs, is not characteristic of Slovak songs. 
The change of measure lengths, occurring in 85 per cent of the Indian 
songs, is entirely absent from the Slovak. The percentage of songs 
beginning on the accented portion of the measure and of those begin- 
ning in 2-4 time is much greater in the Slovak than in the Indian 
songs. 

From the foregoing it appears that the Indian and Slovak songs 
under analysis differ in trend and in the principal interval of progres- 
sion. It also appears that the Slovak songs have more directness in 
beginning and more simplicity of rhythm. 


THE BEAR DANCE 


The characteristic dance of the Ute Indians is the Bear dance, 
which is held every year in the early spring. The intention is to hold 
the dance at about the time that the bear comes from his hibernation, 
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a, Entrance to Bear dance inclosure 


b, Last portion of Bear dance 


c, Last portion of Bear dance 
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a, Sun dance pole 


b, Sun dance pole with portion of brush shelter 


SUN DANCE GROUND 
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yet the Indians seem to expect that snow will fall either during or soon 
after the dance. Some informants stated that the Bear dance was 
formerly in the nature of a courting dance, but sociability and general 
good feeling appear to be its chief characteristics at the present time. 
The custom of the Northern Utes seems to differ little from that of 
the Southern Utes as described by Verner Z. Reed,'®> who witnessed 
the Bear dance on their reservation in Colorado in March, 1893. 

The Bear dance is held in a large circular space inclosed by a 
barrier formed of upright poles, between which the branches of trees 
are woven horizontally. The inclosure used for the Bear dance in 1914 

“was visited by the writer. (Pl.8,a.) The walls were about 9 feet 
in height and the inclosure about 200 feet in diameter. At the side 
opposite the door was an excavation in the ground about 5 feet long, 

2 feet wide, and 2 feet deep. Over this, during the dance, there had 
been placed sheets of zinc on which the singers, seated around the 
sides, rested their morache. (See pl. 1.) This hollow (or cave) in 
the ground was said to be “connected with the bear,” and the rasping 
sound produced by the morache was said to be “‘like the sound made 
by a bear.” 

During the week which precedes a Bear dance the people rehearse 
the dancing. When the dance is formally opened they don all their 
finery and continue dancing for several days. The dancers take 
their places in parallel lines facing each other, the men in one line 
_ and the women in the other. They do not touch each other, neither 
_do they progress during the dancing until the last day of the dance. 

If a dancer falls from exhaustion or from a misstep, the singing 
ceases and a medicine man or the leader of the dancers “restores 
the dancer.”’ Taking a morache from one of the singers, he places 
the lower end of the notched stick against the body of the prostrate 
man and passes the rubbing stick rapidly up and down upon it. He 
begins this at the dancer’s feet and repeats the motion upward until 
the man’s head is reached, when he holds the notched stick toward 
the sky and passes the rubbing stick upward as though he were 
brushing something from the notched stick into the air. Sometimes 
two or more of these treatments are necessary before the man rises 
and resumes dancing. He is not required to give a present to the 
man who thus “restores” him. 

On the final day of the dance, soon after sunrise, a man and a 


- woman chase each other around the inclosure, and if they see anyone 


laugh at them it is the custom for them to appear ferocious, running 
toward the person and pretending to scratch him. Sometimes they 
apply red paint around the mouth to look as though blood were 
dripping from the jaws, suggesting the ferocity of the bear. The 


1s Reed, Verner Z., The Ute Bear Dance. Amer. Anthropologist, vol. 9, 1896. 
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manner of dancing changes on this day, the line of women approaching 
the line of men and attempting to push them backward. Then each 
woman tries to push the man who stands opposite her. (PI. 8, ), ¢.) 
After a time the women succeed in pushing the men across their side 
of the inclosure and against the wall. This marks the conclusion of 
the dance. 

CHARACTERISTICS OF SONGS 


The chief characteristic of these songs is a glissando on downward 
progressions which was said to “imitate the sound made by a bear.” 
This glissando appears most frequently on the descending interval 
of a fourth, an interval which, in Chippewa songs, was found to be 
prominent in songs concerning animals.‘® The intervals of pro- 
gression are small, 78 per cent being a major third or intervals 
smaller than a major third. All the songs contain a rhythmic unit, 
showing the rhythmic sense to be stronger than the melodic. Several 
of the songs contain a ‘“‘singsong”’ type of rhythm in the latter 
portion, if not in the entire song. This monotonous rhythm is a 
contrast to the intelligent, thematic treatment of rhythm noted in 
many Chippewa and Sioux songs. : 


No. 1. ‘‘ The Dust of the Red Wagon’’ (Catalogue No. 758) 


Recorded by Stneer No. 1 
Voice g= 96 
Morache not recorded 


(1) (2) 
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Ay - a-gar vi - nuy-ump a ha ku - a - vi - tai - ya 


ihe ha 
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(2) 


=> 7 aes 
pete pre ae See 
ku -a-vi- tsi- ya ce ya ha ma-ri-kats a pu -mi- wa-nu 
8) ane | 
_@ @ a 


pa-hai a ma - ri - kats a oy Se leet a: 


16 See Bull. 53, p. 101. 
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WORDS 
Qn agate MISS Stes ert rene red 
VICI MIN Den eace oAserackeene es wagon 
SUI AU SUVA. aed Serotec Soe) oh ence dust 
ETRE gee eee hs eta SE white man 
pumi’wanupahai.............. looking around 


Analysis —This melody comprises six rhythmic periods, the first 
four containing two measures each and the last two containing three 
measures each. The final measure in every period contains two 
eighth notes followed by a quarter note. This phrase is sung on the 
lowest tone in the period which, with its frequent recurrence, gives 
the phrase a certain emphasis. Noting the tones on which this occurs 
we find them to be G, F, G, F, G, G._ The tones in the first, third, 
fifth, and sixth periods are those of the triad of G minor, and the 
song is analyzed in that key. The melody progresses chiefly by thirds, 
63 per cent of the intervals being minor and 22 per cent major thirds. 


No. 2. Yellow Hair (Catalogue No. 784) 


Recorded by StnaER No. 2 


Voice ¢ = 200 


MoracuE <= 152 
For rhythm of morache see analysis of song 


f (1) (1) 

jade e-- Sah SE Hane as 

ee 

O - a - t8i- wa - o-nes o - a - tii - wa - O-nes 
(2) re 
ew eer gs 

———— a SS es 

Oo ay 7 tel = We 
WORDS 
BIOD TAUWA/ ORCS 4 <elac wn ite ro'ace tts yellow hair sticking up 


The words of this song may refer to the appearance of a bear. 

Analysis.—This song is characterized by a monotonous rhythm and 
a lack of variety in melodic progression. Other songs containing the 
same characteristics are Nos. 3, 4, 6, 10, 15, and 16 in the Bear dance 
songs, and a majority of the hand game songs, Nos. 94-102. This 
rhythmic and melodic peculiarity suggests a vocal expression scarcely 
developed to the point of composed song. We find in it a resem- 
blance to the rhythmic vocalization which accompanies concerted 
labor among peoples low in the scale of culture. In a majority of 
the songs cited the principal interval is the minor (or nonmajor) third, 
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which characterizes the most primitive vocal expression of uncivilized 
peoples. (See Bull. 53, p. 7.) This interval is prominent also in the 
early music of civilization. The tone material of this song comprises 
a fundamental (G), with its minor third and minor seventh—a tone _ 
material not previously noted by the writer. For convenience the 
song is analyzed as in the key of G minor, though it can scarcely be 
said to constitute a key in the accepted sense of that term. 
Therhythm of the notched-stick rattle is simple and does not vary 
in the songs recorded with its accompaniment. The rubbing stick is 
thrust downward upon the notched stick, producing a sharp, rasping 
sound, and as it is brought upward, preparatory to the next stroke, 
there is a similar but less pronounced sound, the downward stroke 
occupying a period of time slightly longer than that required for 
returning the rubbing stick to its original position. The sound pro- 
duced by the upward motion varied with individuals, those who used 
he rattle with special energy producing, of course, a louder sound 
with the upward motion of the rubbing stick. The song under 
analysis is the only recorded Bear dance song in which the rattle and 
voice are not synchronous at the beginning of each count. In this 
song the tempo of the rattle is slightly slower than that of the voice. 


This and the song next following are examples of recent composi- 
tion among the Utes. Fred Mart, the writer’s interpreter, said that 
he composed these songs “in dreams.’’ This manner of composing 
songs was customary in the old days and has been noted among many 
tribes of Indians. The usage among Chippewa and Sioux is noted 
in Bulletin 53, page 37, and Bulletin 61, page 59. It is not uncommon 
among the Utes at the present time. 

Concerning the origin of this song, Mr. Mart said: “I dreamed that 
I was at a Bear dance; there was a great crowd, but they were 
_ strangers to me and did not address me. All were singing this song 
and I learned it from them. I sang it while I was still asleep and 
was singing it aloud when I awoke. After that I remembered the 
song.’ In explanation of the words, he said: ‘Many Utes wear a 
flat, polished shell suspended around their necks, and at the Bear 
dance they tie a weasel skin to this shell. The idea of the word is, 
‘Dance harder so your weasel skin will swing faster.’”” Mr. Mart 
taught this song to the singers at a Bear dance, and when it was 
sung the old people mistook it for an old song. It was necessary 
for him to sing it only two or three times with the singers at the 
drum, after which he led them in the singing of it. When recording 
the song, he shouted between the renditions, “Dance. harder, Red 
Stick,” as though addressing a dancer, and “That is the way to 
dance,” it being customary to urge the dancers in this manner. 
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No. 3. “ Dance faster ” (Catalogue No. 772) 
Recorded by StncER No. 3 
Voice ¢—104 


Moracue d= 104 
Rhythm of morache similar to No. 2 
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= —S 
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Oo OP gg wo ot | te ele | 
- —F C L@ = @ 
WORDS 
[DINARS IRS seer sepa ahs oS Geemaee weasel skin 
[OUNG) SCR er = ae ce aro ict Se. PES hard (or fast) 
Sy HON 02 Ye ee swing (imperative verb) 


Analysis.—This song, in contrast to that next preceding, is char- 
acterized by the interval of the major third, which constitutes 52 
per cent of the intervals. Next in frequency is the interval of a 
fourth, constituting 27 per cent of the entire number. The rhythmic 
unit is short and occurs in both double and triple measures. Count- 
divisions similar to those in the rhythmic unit appear throughout 
the song. The melody tones are those of the major triad and fourth. 
The low G at the close of the song was given with distinctness, 
though it seemed to be below the natural compass of the singer’s 
voice. No variation occurred in the four renditions of this melody. 
The interval of a fourth characterizes this song and is also prominent 
in Nos. 7, 11, 16, 20, 50, 88, 90, and 100. A monotonous rhythm 
somewhat resembling that of the present song is noted also in Nos. 
4, 6, 10, 15, 16, 42, 98, and 101. This peculiarity was not found in 
songs of the Chippewa and Sioux. 
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Concerning the origin of the following song, Mr. Mart said: “I 
dreamed I was visiting far away. A woman was with me and we 
were at a great dance of all the tribes, each led by a chief. Our 
tribe was led by Nu’Sina. He was then a spirit, but when he was 
alive he was a medicine man. In my dream we were dancing in a 
great circle and Nu‘Sina sang this song, and we sang it with him 
until I learned it. I was singing aloud when I awoke from my 
dream.”” The words of the song’ are simple but suggest a connection 
with a medicine man. : 
No. 4. Song of Nu/Sina (Catalogue No. 773) 


Recorded by SineuR No. 3 


VoIcE oie 126 
Morache not recorded 


Connective 
tone 


sen aac = i— E a 
iEe eee cides een emene= ie 


WORDS (NOT TRANSCRIBED) 


kwasnanistce ee, Ieee eee eagle 
DUCULES = SSIES RE RIS. Se ENS Wg eet down 


Analysis —Two renditions of this song were recorded and are 
uniform in every respect. This is interesting, as the rhythmic unit 
is long and the measure-divisions monotonous.. In numerous Ute 
songs there occurs a connective phrase, sung between renditions of 
the melody. In some instances a connective tone is sung midway 
of the ascent from the final tone of the song to that with which the 
repetition begins. In this instance the connective tone is on the 
same pitch as the lowest tone of the melody. A wide variety of 
intervals occurs in the song, a peculiarity which was noted in the 
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more modern Sioux songs. Thus we find five sorts of ascending and 
four of descending intervals, while in the song next preceding, which 
was mistaken for an old song, almost 80 per cent of the intervals 
were fourths and major thirds. This song is melodic in structure 

and contains the tones of the fourth five-toned scale. | 


No. 5. Bear Dance Song (a) (Catalogue No. 690) 
Recorded by Sincer No, 4 


4 


VOICE io 104 
Morache not recorded 
a 


oat PSS Sti ft 
ie ee eee se eee 


opts pS pes Sy 


Analysis.—The somewhat monotonous rhythm of this song is 
varied only by a triple measure near the close. The melody tones 
are those of the fourth five-toned scale, and the ascending and 
descending intervals are about equal in number. Major and minor 
thirds constitute 89 per cent of the intervals, though the fourth is 
prominent in a portion of the melody. Five renditions were recorded 
and show no variations. 


2— 


No. 6. Bear Dance Song (b) (Catalogue No. 691) 
Recorded by Sincrer No. 4 
Voicn g=—76 
* Morache not Peep saen: 
{ pots 
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Analysis.—This song is harmonic in structure, containing only the 
tones of the major triad and the fourth, which is always raised a 
Semitone. The rapid phrases in which this tone occurs were given 
without variation in the four renditions of the song. In tonality the 
song is major, and 57 per cent of the intervals are major thirds. The 
rhythmic form of the song is interesting and clear, with four occur- 
rences of the rhythmic unit. : 


. 


No. 7. Bear Dance Song (c) (Catalogue No. 692) 


Recorded by SincER No. 4 


Voice ¢— 104 
Morache not recorded 


1 
2 : 1 @ 


ot === =e eee 


Connective phrase 


pag] Bee arses 
aw Hf ¢ —~< —_, = 
oe eae sa ieesie aces 


Analysis—In the renditions of this melody we have an example 
of the ‘‘connective phrase” found in Ute music and not in that 
of the Chippewa and Sioux previously analyzed by the writer. 
Similar phrases are transcribed in songs Nos. 39 (duplication), 41, 
46, 70, 72, 84, 85, 86, 89, 91, 92, and 93. A connective tone has been 
mentioned in the analysis of No.4. This connective phrase was sung 
slightly rubato in its two final measures and occurs between all the 
six renditions of the song. It can not be considered an introductory 
phrase, as the singer began with the first measure of the melody as 
transcribed. Among the Chippewa and Sioux it was not unusual to 
find an introductory phrase, which was sung before the first rendition 
of the song and omitted in all the subsequent renditions. 
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The rhythm of this song is clear and forceful, the two units being 
distinctly given. Thirty-eight progressions occur in the song, all 
but two of which are fourths and major thirds. (See No. 3.) The 
melody tones are those of the major triad and second. 


No. 8. Bear Dance Song (d) (Catalogue No. 763) 


Recorded by Stvezer No. 5 
Voice g — 104 


MoracHE = 104 
Rhythm of morache similar to No. 2 


epene foo. fff ara ce 
pip ey Sea ltt ee Fy Ty 


(1) ) (2) 


sei g =e eis ei eae a oe 

SS 
()) (1) 

‘¢ : : ge 


BS ees 


SS 


Analysis.—A peculiarity of this song is the rest during which, in 
the four renditions of the song, the voice was silent while the scraping 
of the rattle continued in exact time. Two rhythmic units occur, 
and count-divisions similar to those of the units appear throughout 
the melody. About half the progressions are whole and half tones, 
which is unusual. The melody contains all the tones of the octave 
except the sixth and seventh. The descending intervals of a fourth 
were sung glissando in this as in numerous other songs of the Bear 
dance. This glissando was said to “imitate the sound made by a 
bear.’ Other songs containing rests are Nos. 11, 19, 27, 41, 46, 48, 
68, 77, 94, 95, 96, and 97. 

25043°—22-——_5 
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No. 9. Bear Dance Song (e) (Catalogue No. 764) 


Recorded by Stneer No. 5 
Voice j= 108 


MoracHe a2 108 
Rhythm of morache similar to No. 2 


o- -@ o- -o- nie 2 
(1) 


eRe =e SES See = 


ERT esos! ee Ba eeese 


(2) 


Er eee tee So] 
SS SSS ee SS =P 


The Ute words of this song were said to mean “‘As the sun comes 
up it raises a dust.”” These words were not recorded. 

Analysis.—The tone material of this song comprises a fundamental 
with its minor third, fourth, and minor seventh. Progression is 
chiefly by thirds, which constitute 86 per cent of the intervals. The 
song contains four rhythmic periods and four closing measures. This 
form is accurately repeated in the three renditions of the song. 
Rattle and voice have the same tempo and were synchronous on the 
first of each count. 
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No. 10. Bear Dance Song (f) (Catalogue No. 765) 
Recorded by Stneger No, 5 


VoIcE Je 58 


MoracueE .= 58 
Rhythm of morache similar to No. 2 


eee Bees fee te 
a ee 
BS ee eee 


| 


ioe ope | 
era ae 
Sate Sree SSS Scr e S| 


Analysis.—All the tones of the octave occur in this song, which is 
minor in tonality and melodic in structure. The opening tone is 
the seventh, followed by a descending fourth sung glissando. This 
is an unusual opening but is uniform in the four renditions of the 
song. About 65 per cent of the progressions are thirds, though the 
fourth is prominent in the first part of the song. The rhythmic unit 
is short and in itself uninteresting, but the triple measures givé 
variety and character to the rhythm of the song as a whole. The 
tempo of the song is unusually slow. 
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No. 11. Bear Dance Song (g) (Catalogue No. 766) 


Recorded by SineuR No. 5 


VoIcE Aes 144 
Morache not recorded 


) ——_ (2) 3 
——~ Sin aes 
ee ~ 6 # oa | 
Seth eee 
aia eae 
Si aeoaiee 2 Ze 
I — 
eas ) ik 
NE ee 
Eg : ; os ; peas pe — = 
nie 
(2) (1) 
irs aren yt ¢ , 
feo a 
Soe Saf ee eee 


2 2 Bee ieee ieee eae ec 


Analysis.—Four renditions of this song were recorded and in them 
all occur the changes of tempo indicated im the transcription. The 
first of the slower phrases is on a tone which appears to have little 
relation to the rest of the melody, but this tone was persistent in the 
several renditions. Two rhythmic units occur, having the same 
division of the first count but differmg in the remaining portion. | 
The fourth is a prominent interval, comprising 25 per cent of the 
entire number. (See No. 3.) Attention is directed to the ascent of 
a ninth, midway through the song. Reference to Table 12 on 
page 41 will show this to be an unusual progression. The song is 
melodic in structure and contains the tones of the second five-toned 
scale. Other songs containing rests are noted in the analysis of 
No. 8, Other songs contaming a change of tempo are Nos. 76 and 99. 


DENSMoRD] NORTHERN UTE MUSIC 69 


No. 12. Bear Dance Song (h) (Catalogue No. 739) 
Recorded by Stncer No. 6 


VoIcE a = 66 


MoracHE e = 66 
Rhythm of morache similar to No. 2 


Rie y Sage ss ae at 
pa £ oe ca poeta = = —- =] 


griesocnee iasase setae 


pee he rhythmic unit of this song occurs only twice, the 
second time being on a pitch slightly lower than the first. Count- 
divisions similar to those of the unit occur throughout the song. 
Seven renditions were recorded with no variation except that the 
sixteenth note followed by an eighth note was not always clear in 
relative time value. The fourth is prominent in the structure of 
the melody, though almost half the progressions are whole tones. 
The song has a compass of nine tones and contains all the tones of 
the octave except the seventh. 


No. 13. Bear Dance Song (i) (Catalogue N o. 740 


Recorded by Sineur No. 6 


Vorcz g— 63 


MoracuE — 63 
Rhythm of morache similar to No. 2 


i e = 2 £ nee _»-0:9-9 Jess as foe 
Bie eee ese ee eee 


Pipi ws se ee eee 
pose grasa ei : 


Analysis.—This is a pleasing melody containing ‘ie tones of the 
fourth five-toned scale. Six renditions were recorded, the time 
being continuous throughout the performance. The wide variety of 
intervals suggests that the song may be modern, since that peculiarity 
characterized Sioux songs which were known to be less than 50 years 
old. This song contains five sorts of ascending and five of descending 
intervals. The glissando manner of singing was especially marked in 
this instance. 
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No. 14. Bear Dance Song (j) (Catalogue No. 730) 
Recorded by SincxER No. 7 


VoIcE dhe 63 (gS = 126) 
MoracHE a 63 
‘Rhythm of morache similar to No. 2 


¢€ ~ 
f-+-9_@-. 1 ah Ps 28 PD 


eo eee BS epee tere 


SERENE ar 


Analysis.—Although 87 per cent of the progressions in this song 
are minor thirds and major seconds, the melody is varied and inter- 
esting, with a compass of nine tones. The rhythmic unit comprises 
an entire octave. Three renditions were recorded, in all of which 
the measure transcribed in 5-8 time was sung as indicated. Only 
one other song (No. 27) contains 5-8 measures. 


No. 15. Bear Dance Song (k) (Catalogue No. 773) 


Recorded by Stvaer No, 8 


VorcE thes 120 


MoracueE a 120 
Rhythm of morache similar to No. 2 


(1) (Di aes (2) 


2 eae Se SSS 


=a 


(2. SS eS a ee 


Analysis.—In rhythm this song is typical of the monotonous type of 
Bear dance song which could be continued indefinitely. (See No. 2.) 
The two rhythmic units are alike except that in the second there is 
a concluding measure which gives balance to_the rhythm of the 
song as a whole. With one exception the progressions are major 
and minor thirds. Several renditions were recorded and show no 
points of difference. 
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No. 16. Final Song of Bear Dance (a) (Catalogue No. 774) 


Recorded by SINGER No. 3 


VoIcE = 72 
Morache not recorded 


(1) (1) (2) 
2 


Rare opr rr PRE See = Se 
2 nN 


l tank = 
2 SS eee eee 
ae a “ ee Sas 


Sess Se 3 —— 
> 


(2) (3) 


oe | 3 Ser are } 
oe e e— CP _#,_# 
a ——— Zam 


3 ~ —— _———— eke aa ~~ 


(3) (2) este 7e) 


poe gts pa aS 


i) ee 
SSS: Seco e sees SSeS: = 
: s 2 See DeR aa] § 
we ~~ S 3 SS ee 

> 


be — 
eae 
—— 


Analysis.—The rhythm of this song is unusually interesting. It 
will be noted that the first and third rhythmic units have the same 
division of the second count and that the second and third units have 
the same division of the first count. The even triplet division of 
certain measures can not be considered a unit of rhythm, as a triplet 
occurs in the first measure of the first unit. This rhythmic structure 
does not vary in the several renditions of the song. Sixty-five pro- 
gressions occur, the only intervals being the fourth and the major 
third. (See Nos. 3 and 17.) The song has a compass of six tones 
and contains only the tones of the major triad. 
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No. 17. Final Song of Bear Dance (b) (Catalogue No. 693) 
Recorded by SincER No. 4 


VOICE pie 144 


MorAcHE ox 144 
Rhythm of morache similar to No. 2 


Briere SSHee rhe t ta 
Set Are) Pate leet 


Analysis.—This, like the song next. preceding, is major in tonality, 
harmonic in structure, has a compass of six tones, and progresses 
only by intervals of the fourth and the major third. The present 
melody contains 15 progressions, 53 per cent of which are downward, 
and the preceding melody contains 67 progressions, 51 per cent of 
which are downward. With these melodic similarities it is interest- 
ing to note the difference between the rhythmic character of the two 
songs. Only one rhythmic unit occurs in the song under analysis, its 
four repetitions comprising the entire melody. The preceding song 
contains three short rhythmic units with many intervening measures. 
The present song contains eight changes of measure lengths, while the 
preceding song is in 2—4 time throughout. 


HH , 


Prots or Bear Dancer Sones 2” 


In the plots of a large majority of the Bear dance songs we note a 
resemblance to the plots of Sioux songs concerning animals. (See 
Bull. 61, p. 204.) This resemblance consists in the touching of a low 


vv A form of graphic representation, or “plotting,” of melodies has been devised by the writer for the pur- 
pose of making the trend of melodiesmoreapparent. The general method employed issimilar to that usedin 
showing graphically the course of a moving object. The loci of the object at given periods of time are deter- 
mined and recorded, the several positions being connected by straight lines. In any use of thismethod the 
interest centers in the several points at which the object is located, it being understood that thelines connect- 
ing these points are used merely as an aid to observation. In the present adaptation of this method the pitch 
of the accented tones in a melody is indicated by dots placed at the intersection of coordinate lines, the 
horizontal coordinates representing scale degrees and the vertical coordinates representing measure lengths. 
These dots are connected by straight lines, though the progress of the melody between the accented tones 
would, in many instances, vary widely from these lines ifit were accurately plotted. The use of accented 
tones exclusively in analyzing these songs has already been employed, the structure of the melodies being 
determined by the pitch of contiguous accented tones. One of the reasons which seem to justify this 
usage is the observation that, when differences appear in the several renditions of an Indian song, these 
differences usually are found to bein unimportant progressions between unaccented tones. Since thesole 
purpose of these plots is to show the trend of the melodies, it seems permissible to omit from the represen- 
tation, not only the unaccented tones occurring in the melody, but also a distinction between wholetones 
and semitones in progressions, and a distinction between double and triple time in measure lengths. It 
is obviously desirable that the graphic representation be as simple as possible, the more detailed observa- 
tion of the melodies being contained in the tabulated and descriptive analyses. 
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point and immediately rising to a higher one. This, in the outline, 
may suggest the bounding or leaping of an animal. In the Bear dance 
songs, however, the higher point of such a series is more uniform than 


) 


A Ett 
RENEE ea H H 
aie 


Da SB Bea HAH 
EECRGRERSESGEEGS CCAR EEE EEE EEE SH 


No. 7. No. 8. 
Fig. 1.—Plots, Group 1 (Bear dance) 


in the Sioux songs, producing what might be termed a “horizontal 
type” of plot. This appears in a less marked degree in the plots of 
the hand game song. (See p. 181.) 


TABULATED ANALYSIS OF BEAR DANCE SONGS 


MELODIC ANALYSIS 
TABLE 1A.—TONALITY 


Number pee 
of songs Serial Nos. of songs 
Major tonality ..........---.--------0--+ 2025002 e eee ee eee 12 | 3, 4, 5, 6, 7, 8, 12, 13, 14, 15, 16, 
U7, 
ETI OND ONAN oe ete aiee,seiainlsticiniaee o= 1S ao aesieainieinis ae naib =r 5 | 1, 2, 9, 10, 11. 
WAG IRIN oe ae 5 Se te ae Gaece gia Keene ae ease See rss 17 


TABLE 24.—FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE 


pene Serial Nos. of songs 
Beginning on the— 
ONC LAV claret crete a nt enc cis fa ae esiotals Scns alee Sa ste, o'a 2| 3, 4. 
Sauron seer oe es aang samen a siete atsiiniaie = cio aaiain = kateiel aigacen wie, s bile 1} 10. 
FOES see Se ese Sa Era SIE aia ar aiatm D)Sr- i Slaiaie <i = = ela cin ar 16) 145 
Hien Ae eae ee eer de AA an eee Soe spellers able 
TN Chiara Cece aerdie ARES Ie Sell i erence eaeier ores eee Sis 148,12, 139 to;dGe bi. 
(Sree Lee SE ees Ao ALB aee Se Some ne rine Een aba ance eee Ah hoe 
SN ILOLG eee ait ances a se ie alape ae ena bieia\oaia\n a acs > apetatg se cei 1} 9. 
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TABULATED ANALYSIS OF BEAR Dance Sones—Continued 


MELODIC ANALYSIS—continued 


TABLE 3A.—LAST NOTE OF SONG—ITS RELATION TO KEYNOTE 


Number 
of songs 
* 


Serial Nos. of songs 


Ending on the— 


17 


7, 8, 12, 13, 14, 15. 
9. 
1, 2, 3, 4, 5, 6, 10, 11, 16, 17. 


TABLE 44.—LAST NOTE OF SONG—ITS RELATION TO C 


OMPASS OF SONG 


Songs in which final tone is— 

Dowest, Lone im songs hac de es eee eee ee areas Nabe eag ase 

Immediately preceded by— 
Fourth below .........-.--- Re ee Ae eee cnn 
Minor third below 
Whole tone below.......--.-- Pal Os CSE a Racats 
Semitone below 
Whole tone below with fourth below in previous measure. 
Whole tone below with minor third below in previous 


Songs containing a minor third below the final tone 
Songs containing a whole tone below the final tone 


Number 
of songs 


Serial Nos. of songs 


a 


RR re Rw 


5, 6, 7, 8, 10, 14, 16. 


3.t0 17) 
15. 


TABLE 5A4.-NUMBER OF TONES COMPRISING COMPASS OF SONG 


pores Serial Nos. of songs 
Compass of— 
IOVEN CONGSR Eo) cect Vans geet eal re SES oa neps a PS chan eS 
INTHE COM OS ye se meres erin se eee een ee eee ear ee 4 | 4, 10, 12, 14. 
BASHU TONS wae ct an crcminnciom tie sere Se eee as ES 6 | 5, 8, 9, 11, 13, 15. 
Sixtone@ne-k san ecisGia oaasene eee tee reer se aee ease Perera Li Paroalina le 
BiIVOstONGS t<. zive uc selec Sos Pash ce isn Ee Ee TINGE 
BOuntones fsa: esse ios Ae Woes ete ce ee Re eee Ae 
Motel e552 UNS stuck Ses oes be ees oe eee ee ee Wa 
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TaBuLATED ANALYSIS OF BEAR Dance Sones—Continued 

MELODIC ANALYSIS—continued 
TABLE 64.—TONE MATERIAL 
pets Serial Nos. of songs 
Second five-toned scale oF fe 
Fourth five-toned scale B|4s Dorks 
; INealordcind St ete ee ter el een aM rele | 2 | 16, 17. 

IMAI OR bMaG ANG SERXLAM Es See Cr och ot eae cic cae oe 2 | 1, 14. 
NION URAC ana nour Mer chee een en et cuits ct te ok he alia eR 21-356. 
Major tnad and Seconds: ae. esce ds asi ea ac sekaccceeteewces tose LAs 
CLAM EICOIDDIOUOS Sp. cetiret mas Aa ae rela oss ss eRe oo ed eee Lpiel0: 
Octave complete except seventh......-. meron de Sh Ie yes ae Sues 1} 12. 
Octave complete except seventh and sixth. ...........-.-.....-- ANS: 
Octave complete except sixth and fourth. .-.....-.-.....-...-.-- 1-15. 
Min Gre Hird and: SOVOnbls _.\sescmacn ossaees aie ser eats isac ae ye ews |) 22 
Minor seventh, fourth, and third).2.....2. 2.5.2.2. -sskn tec 1/9, 

RET Rete eden a els yd oe hig Bee ok a ta eee ona 17 


TABLE 74.—ACCIDENTALS 


Number 


of songs Serial Nos. of songs 


Songs containing— 
DNIOIG COLAO AIS Safes tok iacs ale 2 a/c ates Siwe Sera aisia stolmlaciyins'= Sscisla)s lols WG aL) 25:3) 4,5527,8;.9, 1010, 22% 

13, 14, 15, 16, 17. 

OUP raised. fy SCMIGGHO! 252 cece eens s occa eS ames soto Se eee 14);6: 


TABLE 8A.—_-STRUCTURE 


' eos Serial Nos. of songs 
DOIOGIC ear. oe acme seta = oe 1 Bats ania slope. ps e-news = 8 | 4, 5, 9, 10, 11, 12, 14, 15. 
Melodic with harmonic framework. ...-...-:----------------+++- 5 | 1, 3, 7, 8, 13. 

a SCTE aya (epi ee ete SB oa ae Seem PONS oe 4 | 2, 6, 16, 17. 
DOT IEE 2 ee Bot aaa eee os teeaete Sena eer mine 17 


TABLE 9A.—FIRST PROGRESSION—DOWNWARD AND UPWARD 


pie Nae Serial Nos. of songs 
TOMAR Ge sone eee oi tne ial einiew a8 sinter als oldu cinj='='s Sin i= 15 | 1, 2, 3, 4, 6, 7, 9,10; 11, 12, 18, 
14, 15, 16, 17. 
MEU a shbabacqop ode Aicstlnc asl act ae tag aens See On eer Ise 2:\5; 8. 
ligt alesceriyane tetas oes Siero ees Ste ee bei «iadiae sida 17 
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TABULATED ANALYSIS OF BEAR Dance Sonas—Continued 


MELODIC ANALYSIS—continued 


TABLE 10A.—TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


Number F © 
of songs Serial Nos. of songs 
x 
Downward ¥ tees scs Ne .c cee boat as strc euiiel aslo soe eaete os meres 283 
Upward Mea sed naw at ale. Wa On a a eae ae ie eet 209 
Totaled Pa, ae oe ee oe Bee aes 492 


TABLE 114—INTERVALS IN DOWNWARD PROGRESSION 


ee Serial Nos. of songs 
Interval of a— 

Minorsixthssa_-ctn. cae oseeee s eee ene tein cee eee sacs 3 
Pit pM eesti coe ween cc Saat oe oe Ou ose teins see ch melee 5 
FOULED te oat sea ss So a oe sae aha ener Dam oeee seieees 46 
Ma jOrit Hind tise sek ieee ne tes om eee se 95 
Mitton third ste ucts £2 dt. 2 Soot Seer eae tiem sete 57 
Major second 69 
Minor second 8 

DGtal Sh riae aeons aie ascot Cla eee See ea eee cE 283 


TABLE 124._INTERVALS IN UPWARD PROGRESSION 


ae Serial Nos. of songs 
Interval of a— 

Nn ths Pose age fs Retew asa se tecins Tae ato a eRe eee eee 1 
OGTAVO Se Fe Resets es se Ee Te aE Rae Baca Sao ee 2 
Seventhey-oq. Sane sagas wom 2 Sateen ee eee ote crane aiae sear e 1 
Major sixthis. 2s... cs szcceee cess sasceee se Bee Meese sare 1 
MEIN OD'sinct I eyo Se ee te ane ere er = Se pac wie orem aeies 4 
ELE G IME oie Nis get tak Meee sles hidia ise ig cic oe a SR ER Mrs 10 
ROUTES a oats alc aca aoe meee eee a roe eee 36 
[Majorthind 22 a nee ae deste oe tala ste = aoe) Seatac oe Re eens 69 
Minorithitd = hc soser esse ee Seca ba ne cee coe 40 
IMaTORGOCONG ten inetek ont ace eee ecean ne Jakes ser cise 39 
Min orisecOnd .2.sicjecc Fa ns et Sete oPacaesn canisters Solace ve beee 6 

ER Ot ee ns oo Seine sate ca Declare kh econ tee Ee Eee 209 
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TABULATED ANALYSIS OF BEAR Danck Sones—Continued 


MELODIC ANALYSIsS—continued 


TABLE 144.—KEY 


eM Serial Nos. of songs 
Key of— : 
A major 2 | 7, 14. 
B flat major 215, 8 
C major 1 |:35 
C minor 2 | 9, 10. 
D flat major 2 | 12, 13. 
D major ees 
E flat major 1 | 17. 
G flat major Danes 
G major 215, 16; 
G minor Ol FO} 
G sharp minor 1 GG 
3 Total 17 


RHYTHMIC ANALYSIS 


TABLE 15A.—PART OF MEASURE ON WHICH SONG BEGINS 


Number 


of songs Serial Nos. of songs 


Beginning on unaccented part of measure. ............-.---.--+- 5 | 5, 6, 8, 12, 13. 
Beginning onaccented part of measure..........---..---+--.--6- 12 | 1,2,38,4, 7,9, 10,11, 14, 15,16, 
eG © 


TABLE 164.—RHYTHM (METER) OF FIRST MEASURE 


ieee Serial Nos. cf songs 
First measure in-— 
De Atiae en = ieeemiaernet. See cece sence tes see ska Dae « 11 | 1, 3,5, 6, 7, 8,9, 10, 13, 14, 16. 
Bee ta Oe a Gets teehee are A ACS eng ale d vata Mee oe Gay 4, Wheat 7) 
SRM SEER tee deterae Pat factaies Seivels a eituisn ed chee wr apie Scheel wow 17 


2 
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TABULATED ANALYSIS OF BEAR Dance Sonas—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 17A.—CHANGE OF TIME, MEASURE-LENGTHS 


| Number Cont 
of songs Serial Nos. of songs 
. 4 we . 
Songs containing no change Oftime........-.....%-.-..-+------- 4 | 1, 2,15, 16. 
Songscontaining a change oftime............-..--- Me Mba ep 13 | 3, 4, 5, 6, 7, 8, 9,10, 11, 12, 13, 
14, 17. 
Potale Se eek Me aoe eas eee eee et Oe cee See ete 17 


TABLE 18A.—RHYTHM (METER) OF MORACHE 


Numbe) A 
: af songs Serial Nos. of songs 
Downward stroke of rubbing stick in quarter note value..... 10 | 2,3, 8, 9, 10, 12, 13, 14, 15, 17. 
Morachemot recorded Ate cesaem een Gente sa tee eda s sere eaee ell dp S05 Od nA deel a 
POG Lee Sess Se oon ne ner See ea eee 17 


TABLE 194A.—RHYTHMIC UNIT OF SONG 


= 


\ 
TC Serial Nos. of songs 
Songs containing— 
Onerhythimnicunit x fsece. tase ssa ee ee ea ee see ne 9 | 3, 4, 5, 6, 10, 12, 18, 14, 17. 
Tworhythmic units: : 2 ieee. seese sucesso eae ee ee eee 6 | 2, 7,8, 9, Ht, 15. 
(Phreerhythmicunitsa2.5 2.47. sen en ee ener ane 2} 1,16. 
| 
POtAl Ts oan asst te eee ie ene wie aoa ce eee ee eee 17 
TABLE 20A.—TIME UNIT OF VOICE 
Se ee Serial Nos. of songs 
Metronome— 
pate 
Puli bya ee 
| £25 
1 | 16. 
be) 262 
Tepe 
4 | 3,5, 7,8. 
roe 
bs 1 | 15. 
SAE 
2 | 11, 17. 
T2. 
POtal a 22 eat Soae sce so cRm aaa eae eee eee eee 17 


7 
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TABULATED ANALYSIS OF BEAR Dance Songs—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 21A.—TIME UNIT OF MORACHE 


aoa Serial Nos. of songs 

Metronome— | 

TEA pe oe tee tO, IE kc yn a SS Se Ree 1120: 

(Sng Selene Ses 8 A clades Se Same aa as S84 a EY oe al 2 | 13, 14. 

(Ee cae Ea See ea eee Oe es SA ana ie Me oe TE de 12s 

UE eat Bneeree cat Ses Bo Bae aie et pac Ui ce ol 2|3,8 

OR see ie Se cet ered | ge eet Reel 1/9. 

PD ioe ch er Sie ts EA FeO) 98 Se 2 ON ae eee OR UA 1} 15. 

aA CER oC NSE eras ee Soe pate ees Wy ED ie outs Ives 

EDS se: TERRES eae TEU =e a nags Caachi AL aa Wim 6 ERODED RAN ac Sey 1) 2. 
MOF CHENIOL PECOLGE sm reS a tee at wader? yea Cenc once 7 | 1, 4, 5, 6, 7, 11, 16. 

JSC esas ae Bet ae Re aoe 8 BG Re Oe AC eee Ee ee ee ei a 17 


TABLE 22A._COMPARISON OF TIME UNIT OF VOICE AND MORACHE 


y bras Serial Nos. of songs 
Time unit of voice and morache the same. -..-......-:-.----..-. 9 | 3, 8,9, 10, 12, 18, 14, 15, 17. 
More taster t nan moOrache. o- 6 e-n.sq.6 teas ae swe cn zens sad sees oni | PR 
NOTAGIIONIO L TOCOLGEG sae ae ek See eee seas dba no Gh oak ba seee dae ceee | 7 | 1, 4, 5, 6, 7, 11, 16. 
PRO bo ertetchers Ste gS Sos Se aes oe ghee a coee skis ta tree 17 


THE SUN DANCE 


The Sun dance of the Utes is said to have been received by them 
from the Arapaho about the year 1902. It is held each year at the 
full moon, usually in June. A Sun dance was held on the Uinta 
and Ouray Reservation in June, 1914, against the orders of the 
Government. Plate 9 shows the place where this dance was held; 
also the pole and part of the brush inclosure. This place is on a 
level part of the high plateau, affording an ample place for camping. 
It is the same ground where Sun dances had been ‘held for many 
years, and numerous poles were still standing when the place was 
visited by the writer. 

No element of suffering entered into this dance beyond the effects 
of fasting and of long-continued dancing. No lacerations seem to 
have been practiced by the Utes at any period. The dance was 
held by them for the curing of the sick. Many accounts of remark- 
able cures were related. It was said that “participation in the Sun 
dance would cure anything,” but the disease most frequently men- 
tioned in connection with it is rheumatism, which is prevalent on 
the reservation. On being asked how the cure was effected, Pa’gits, 
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a Ute medicine man, replied without hesitation, “They get better 
because they don’t eat and drink for a while.” 

There was said to be no ceremony connected with the cutting of 
the tree for the Sun dance pole, but it was not permissible for the 
pole to touch the ground. After felling the tree the bark was 
removed, together with all the branches except “a few green leaves 
at the top” and a short branch near the top, to which was fastened 
some willow brush. When the pole had been carried to the camp 
it was lifted carefully and placed upright in the hole dug for that 
purpose. Around the Sun dance pole a lodge or shelter was con- 
structed by erecting a wall of brush about 4 feet in height and placing 
poles from this to the Sun dance pole in the center. This lodge 
opened toward the east and the drum was at the left of the entrance. 

In preparation for the ceremony the dancers painted their bodies, 
this paint being renewed every morning during the period of dancing. 
The manner of decoration was decided by individual taste. The 
designs were simple, no “pictures” or “zigzag lines” being used. 
Pa’gitS said that his design was “a line across the nose.’ Each 
dancer carried an eagle-bone whistle, to which was attached a white 
eagle plume. There was no decoration on the whistle. 

The ceremony lasted four days and nights, during which time the 
dancers abstained from food and water and remained in the lodge. 
Occasionally the dance was terminated at the end of the third day, 
but four days was said to be the proper length of time. It was 
said that a “sham battle” was held early in the morning of the day 
that the Sun dance began. This was sometimes followed by a 
Dragging-feet dance, but no social dances were permitted in the 
camp after the opening of the Sun dance. The old men sometimes 
built a sweat lodge and went into it before the ceremony, but this 
was not a common custom. 

A ‘‘parade”’ was held before the beginning of the Sun dance. In 
this, as in other parades (see p. 166), the participants were on horse- 
back, the men preceding the women and beating hand drums as they 
sang. One song of this parade was recorded (No. 26). 

Pa’git8 (pl. 10, ¢) said that 10 or 12 was the usual number of dancers 
and that they entered the lodge in the early evening, when ‘‘only a 
rim of the sun was above the horizon.” There was no acknowledged 
leader of the ceremony, but a prayer was made by one of the men 
after they entered the lodge. He was said to ‘‘pray to the sun.” 
This man did not sit by the pole, but sat wherever he liked. The 
man who prayed at the time of entering the lodge did not make 
another prayer during the ceremony, but others made prayers from 
time to time. It was required that these be men who had dreamed 
dreams. The first night the men danced until daylight. No one 
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man danced all the time; yet there was never a time when some one 
was not dancing. Some men were able to dance as long as four hours 
at atime. The women did not dance, but sat with the men at the 
drum. Sometimes an old man arose and sang his personal song 
received in a.dream. A dancer who had received a song in a dream 
might request his friends to learn it and sing it while he was dancing. 
The dancers did not look at the sun, but at the willow brush on the 
pole. If aman became exhausted he was allowed to sleep for a time. 
At the end of the last day of the dance many gifts were bestowed 
in the lodge. Dancers often gave presents to spectators and expected 
no return. Occasionally a dancer received a horse or some equally 
valuable gift from another dancer, in return for which he “prayed 
to the sun” for the health of the donor. On this day a medicine man 
frequently took some of the dust that had been under the feet of the 
dancers and put it on the head of a sick person, waving an eagle 
feather over him, this treatment being considered of especial efficacy. 
Relating his personal experience, Pa’git’ said that he had taken 
part in the Sun dance six times. His reason for doing this was a 
belief that some one-had ‘‘poisoned him with rattlesnake poison,” 

producing rheumatism. On the third day of dancing he ‘‘felt better.” 
The entire period of his dancing, however, was four days and nights. 
He stated that he did not experience discomfort from fasting, but that 
the lack of water was hard to endure. 

Words were sometimes used in Sun dance songs, but do not appear 
_in the songs herewith presented. No. 23 was sung on the last day of 
the dancing, and No. 26, as already stated, is a song of the parade. 
The other songs were sung at any time during the Sun dance. 


CHARACTERISTICS OF SONGS 


Seventy-five per cent of the Sun dance songs are minor in tonality, 
yet only one song is on the second five-toned (minor pentatonic) 
scale. The melodic material is generous, one-third of the songs con- 
taining the entire octave and others lacking only one or two tones of 
the complete octave. In structure all these songs are either melodic 
or harmonic with melodic framework. A majority of the songs con- 
tain one or more rhythmic units. 

25043 °—22—_6 


ss 
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No. 18. Sun Dance Song (a) (Catalogue No. 694) 


Recorded by Stnerr No. 4 
VOICE s= 72 


Drum Piss 72 
See drum-rhythm below 


© ghee We) () 


papa! aoe Saeeeeeree es 


© ®) 


seu eee Peers Se 


Oe (1) 
Re eR G Po) = 


oe SS eee 
Drum-rhythm 


ae aed venie? 


Analysis.—Two rhythmic units occur in this song, the count-divi- 
sions of the first being reversed in the second. The song comprises 
three rhythmic periods, the first two containing five measures each 
and the third containing four measures. All the tones of the octave 
occur in the song, which is minor in tonality and progresses chiefly 
by whole tones. Voice and drum have the same tempo and are 
synchronous on the first of each count. 


No. 19. Sun Dance Song (b) (Catalogue No. 695) 


Recorded by Sincrr No. 4 
VoIcE = 76 


Drum Pee 76 

Drum-rhythm similar to No. 18 

. ates fe. ae =e 6-9-7696 ee. 
= = 
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Analysis.—The transcription of this song is from the fourth ren- 
dition. An interesting variation in previous renditions is that 
measures 5, 9, and 14 are frequently changed from double to triple 
measures by a repetition of the first count. The rest midway through 
the song was given distinctly in all the renditions. For other songs 
containing rests see No. 8. With three exceptions the progressions 
are thirds and major seconds, yet the melody has a range of 13 tones. 
The song is major in tonality and contains all the tones of the octave 
except the seventh. 


No. 20. Sun Dance Song (c) (Catalogue No. 700) 


Recorded by SincEr No. 9 
VOICE ex 72 ; 
Drum e= 72 
See drum-rhythm below 


2 ee ee een Sara 


-o- # | -»- fia. sere) ome a 
ee ae 
Drum-rhythm 


Seiad ia ce a 


Analysis.—A descending progression of a fourth constitutes almost 
25 per cent of the intervals in this song. (See No. 3.) No rhythmic 
unit is present, although an eighth-note division is of frequent occur- 
rence. The song is minor in tonality, melodic in structure, and 
lacks the second tone of the complete octave. The drumbeat was 
in quarter-note values, the strokes being of equal force. 
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No. 21. Sun Dance Song (d) (Catalogue No. 777) 
Recorded by Stveer No. 10 


Vorck g—88 


Drum Ai = 88 
Drum-rhythm similar to No. 18 


2 eee ee eee 


= soe oe . ey ae ‘é 
Sap ae ae 


Analysis—The rhythm of this song was accurately repeated in 
the three renditions except in the measure before the last, in which 
the note-values often were given as four eighth notes. The rhythmic 
form is irregular but coherent. Two rhythmic units occur, the first 
comprising one measure and the second nine measures. The song 
is minor in tonality, begins and ends on the dominant, and lacks 
the seventh and second tones of the complete octave. In structure 
it is melodic with harmonic framework, the tonic chord being strongly 
in evidence. ‘Thirty-seven progressions occur, about two-thirds of 
which are descending intervals. 
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No. 22. Sun Dance Song (e) (Catalogue No. 778) 
Recorded by Stncer No. 10 


Voicr g) = 132 
Drum g* — 132 
Drum-rhythm similar to No. 18 


2 oS 

= ote a6 test» 9-1 —F 

2 eel 
Analysis.—Voice and drum have the same time unit in this song, 
the drum in unaccented eighth notes continuing steadily through the 
double and triple measures of the melody. The tonic chord is 
prominent in the structure of the song, which begins on the dominant 
in the upper octave and ends on the dominant in the lower octave. 

Only one other song (No. 72) of this series begins in 3-8 time. 


No. 28. Sun Dance Song (f) (Catalogue No. 710) 
Recorded by Singer No. 11 


VoiIcE d= 92 
Drum not recorded 
2. 2. -9- e 


Sry Been eee Pae PEareteeee! 
ea Saas eaaiaae eaaeiaeece! 


Analysis —The tonic chord is prominent in the structure of this 
song, which, like the preceding song, begins and ends on the dominant. 
An unaccented half note occurs four times but does not form part of 
arhythmic unit. Forty-three per cent of the progressions are semi- 
tones, a proportion which is unusual in analyzed Indian songs. 
This transcription is from the last of several renditions which show 
some slight points of difference. 
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No. 24. Sun Dance Song (g) (Catalogue No. 786) 
Recorded by SincEr No. 12 


VOICE A = 88 


Drum e = 88 
Drum-rhythm similar to No. 18 


Analysis.—This song has a compass of 12 tones, which is somewhat 
unusual in Ute songs. A wide variety of progressions appear in the 
melody, but the only tones are those of the minor triad and fourth. 
The transcription is from the third of five renditions which show some 
unimportant variations. 


No. 25. Sun Dance Song (h) (Catalogue No. 787) 
Recorded by Singer No. 12 
Voice a= 88 
Drum not recorded 
- 2 sa a 


a: Sorel es es se = eee : 
Bi useasesmae eases eae! 
Analysis.—This melody contains six sorts of ascending and six of 
descending intervals, which is an unusually wide variety. The tonic 
chord constitutes the framework of the melody, which contains all 


the tones of the octave except the seventh. Like several other Sun 
dance songs this begins on the dominant in the upper and ends on 


PENSKonE } - NORTHERN UTE MUSIC 87 


the dominant in the lower octave. The group of five sixteenth notes 
was sung with distinctness. 


. No. 26. Sun Dance Song (i) (Catalogue No. 798) 


Recorded by Stncer No. 13 


VoIcE 2- 72 
Drum not recorded 


9 Se seer 
poi Ey apt 
pay ae eS = || 


Analysis.—An aged woman recorded this song, which has a com- 
pass of an octave and contains the tones of the second five-toned scale. 


A sixteenth note followed by a dotted eighth note characterizes the 
melody, but does not form part of a rhythmic unit. 


Prots oF Sun DAancr Sones 


pPSUT TREES 
\ 


No. 21. 
Fiq. 2.—Plots, Group 2 (Sun dance) 


A sharp descent characterizes the plots of the Sun dance songs, 
though in some instances (as in Nos. 18 and 21) this descent is followed 
by what has been termed the ‘‘horizontal type”’ of outline. 
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UNDETERMINED DANCE SONGS 


The three songs next following were said to belong to a religious 
dance, the character of which was not determined. 


No. 27. Undetermined Dance Song (a) (Catalogue No. 788) 
Recorded by StneEr No. 14 


. 
Voice g=— 84 ( g’= 168) 
Drum not recorded 


et Bie Fae aaa (1) 


2 ee 


ong rpgee pte 
poet Stat See Sigs 


= 9-9— 


oistert Hlenee Beel 


The words of this song were said to mean ‘‘On a mountain, the 
noise of the wind.”’ These words were not recorded. 

Analysis—This melody is characterized by small progressions, 83 
per cent of the intervals being a minor third, or smaller than a minor 
third—that is, containing from one to three semitones. The two 
rhythmic units have no resemblance to each other, one occurring in 
the first and the other in the latter portion of the song. The time 
values were given with exactness, three renditions being recorded 
and showing no differences. For other songs containing rests see 
No. 8. Only one other song of this series (No. 14) contains 5-8 
measures. 


pENsMore] __. NORTHERN UTE MUSIC Gest 
No. 28. Undetermined Dance Song (b) (Catalogue No. 789) 


Recorded by Stncer No. 14 


Voice c= 69 
Drum not recorded 
(1) 
_—————————— 
-9- @ -» 
es — 


(1) 

-0- -@-- - \e- &. -9- 
Sepa —— ese 
aed I ee 


@) 


Sg ee 4-0-0-6. sere rrire errr irl 


Analysis —This song resembles the preceding in that it contains 
two rhythmic units and all the tones of the octave. About 89 per 
cent of the progressions are whole tones and semitones. Other songs 
containing a large proportion of these intervals are Nos. 34, 36, 41, 
44, 49, 52, 73, 82, 89, 98, and 108. The song has a compass of 12 
tones. The steadily descending trend of the melody is shown in the 
melody plot (fig. 2). This song and the song next following were 
recorded without drum, as no drum was used with them in the dance. 


No. 29. Undetermined Dance Song (c) (Catalogue No. 767) 
Recorded by Sincer No. 5 


Voice g—104 
Drum not recorded. 


— 


Si seg ie eeria eae aieaenre 


—S 


aa ae ened 


Analysis.—The only intervals in this song are fourths and thirds, 
the major and minor thirds each constituting about 40 per cent of 
the entire number. Ascending and descending intervals are more 
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nearly equal than in a majority of the songs under analysis. The 
repetitions of the rhythmic unit comprise the entire song except the 
opening and closing measures. All the tones of the octave, except 


the fourth, occur in the song, which has a compass of 10 tones. 


change of time occurs in this melody. 


No 


Sun Dance AND UNDETERMINED DANCE Sones 


MELODIC ANALYSIS 


TABLE 18,—TONALITY 


Major tonality 
Minor tonality 


Number 
of songs 


12 


Serial Nos. of songs 


22, 23, 25, 27, 28, 29. 
18, 19, 20, 21, 24, 26. 


TABLE 28B.—FIRST NOTE OF SONG—ITS RELATION 


TO KEYNOTE 


eee Serial Nos. of songs 
Beginning on the— 
TWeltthins ttce ste cries ale tetas ane re atee ope Meee eee 2 | 20, 24. 
OCtAVG sans cccaes cas baie nis Sate te os es Se mln ene este Camacawe 3 | 18, 19, 28. 
IPE thee Rt se Sr a so ae. aoe hae oe ae es 6 | 21, 22, 23, 25, 26, 29. 
SDT ee Ap te eee ie See te wine wine o cals et dato 1} 27. 
Totali. coh sapsios Setecc pc rea ae tae co soe eet eee 12 


TABLE 3B.—LAST NOTE OF SONG—ITS RELATION TO KEYNOTE 


Ending on the— 


Number 
of songs 


12 


Serial Nos. of songs 


21, 22, 25, 26, 27, 28, 29. 
18, 19, 20, 23, 24. 


TABLE 48B.—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG 


Songs in which final tone is lowest tone in song 


Songs containing a minor third below the final tone 
Songs containing a whole tone below the final tone 


Number 
of songs 


10 


Serial Nos. of songs 


18, 19, 20, 21, 23, 24, 25, 26, 27, 
28. 
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Sun Dance anp UNDETERMINED Dance Soneas—Continued 


MELODIC ANALYSIS—continued 
TABLE 5B.—NUMBER OF TONES COMPRISING COMPASS OF SONG 


oa Serial Nos. of songs 
Compass of— 
PE inLOGI TONGS Me cok ora Asn eee ote as oes dekcet cece 1 | 23. 
MEIVOLVG LONOSG ere acc cct Men accent sen Sen cowl coon edo sees 3 | 20, 24, 28. 
PE GH CONS oe cre es Sere ena s ese wee eee tanec 1| 29. 
IN EG|t OOS Mie Nene toes ae sees tee era A tase ae ee DN onee. 
IPN CONOS a eens nee ora see ee eee re el ae he oaanenc ements. 5 | 18, 21, 25, 26, 27. 
BNO Seep ia create starein casein shana ne OSS Seer oeme cease 12 
TABLE 68B.—TONE MATERIAL 
en Serial Nos. of songs 
OOCONG MI VO-LONEU SCAIO! >.< cjaciz asa cca scicsee essa icuceince ofeesiscsaee 1 | 18. 
eeMinortriadand fourths... 2.2260. 55cekc Soak eee deoee one 1 | 24. 
ata ve COMIPIOtO= cn anew ened aan oe See hoe ee ae aoa ues oem 3 | 19, 27, 28 
Octave complete except seventh... .....-.-2...- 22.22. eee eee eee 3 | 22, 23, 25 
Octave complete except seventh and second.............-.---.-- 2) 21, 26. 
Octave complete except fourth............----.2-----2se eee sees 1} 29. 
Octave complete except second... ...c..--.----..0-- scene eee eeeee 1 | 20. 
FEO LAE ira cnet eee ee oe SCE eee Se eae eels Samsww ance 12 
TABLE 78B.—ACCIDENTALS 
Number A 
of songs Serial Nos. of songs 
Songs containing no accidentals -- <<. s2c0-s-<ssecccccnsssenewse 12 
TABLE 8B.—STRUCTURE 
Number . 
of songs Serial Nos. of songs 
AOGIO eee ENC soon ance wee nace sec naee seul es ceves Coane clss's 3 | 18, 20, 29. 
Melodic with harmonic framework.......---..------------0++++- 8 | 19, 21, 22, 23, 24, 25, 26, 28. 
EFAETMOVMI Caste cio cine siete sie das ois siesitaie os ala aa Siecfuries sae eis ae o' Ber 
LST RN es creed, er ae RS Ge oe Seas ae SEES ORE CES eet ici 12 


TABLE 9B.—FIRST PROGRESSION—DOWNWARD AND UPWARD 


Number A 
of songs Serial Nos. of songs 
PV WATWEEO cee = 2 iti cias stioee seeicin at am eplenie ie ve viens > == \5s0 em 8 | 18, 20, 21, 22, 24, 25, 26, 29. 
na AN oe wi crarale ote eas aloe eietw nial siorele a a ria viele «fs 1n\<!—ra,e)~m'wlaictemiel= elm 4 | 19, 23, 27, 28. 
ET eof alee ee oh onic ac ee oe alae eee wis Aes Ane Sailiace 12 
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Sun Dance AND UNDETERMINED Dance Sonas—Continued 


MELODIC ANALYSIS—continued 


TABLE 108.—TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


Nae Serial Nos. ofsongs 
. 
Down wardss. cas: 2c: s< oae eae nw ce ee jade e ene pace ener 224 
i Ren ee apes ty) aeM es) cere er i 133 
Totel<.o's ices co's Veweme ssp teeter oi area eas oer 357 


TABLE 118.—INTERVALS IN DOWNWARD PROGRESSION 


Sepak Serial Nos. of songs 
Interval of a— 

MINOW Sixth. o<cccasn os asa ciaeaaminae sansa cio emma a ae 3 
WU. cos scncese sentece coer e snes coe ee wa cmeeas odes Se eae eee 3 
OUTER Soe nan fe dos cule rte oman e tae see eae os ae wa oer ee 23 
LEN PUES cee ae ae AI SES Ens coo a enEe San Gonben) iq Hee eC aoe ; 14 
Minor CHIT oe oe oes a Sens as | Retae kote seiciow seta ae ain ste cietere 53 
Ma jorige conden socamoneae y-aeoct acces nec eee ates 113 
Minotsecond 2h). csces= acm 2st > wear tales iat ees Seen ana: 15 

Dotaleccsest a: Steet = seme se tne sapere a saee ace aaeees Be 224 


TABLE 128.—_INTERVALS IN UPWARD PROGRESSION 


aoe Serial Nos. of songs 
Interval of— 

Octaves: oie2e sta fe lose ee ee ota Ou aee cae went oee ances 3 
IMSjowsixthe 2a acer at cncaseese ace saaae tee ces meee ee mars 2 
IMINO SEXGH smn clot occtaie tere a aac ee eee one soe ores eee 3 
GH secte ces Sonic cess ocean sanntceeeiee Oc oc con wee testes e ee 6 
IROUIGR: sec c adn we'scodecomarria hee cheeeeetecsae eee ease eee 22 
(Majomenind sacteaares se ee racer Caceesa ee senate eae 14 
Minor third’ 2.25.57 sede tgs saeco oS ame no aetie coe Sas ae Ss aeee 26 
INES J OI SO CONG Oe eae alate a ere ete eines eae ie eae eo 50 
Minorsecond. sec swectessetscas es dane seeets come esee anes th 

estab os sancti seer tat ae aoe ates 133 


TABLE 138B.—AVERAGE NUMBER OF SEMITONES IN AN INTERVAL 


‘Rotel number ofintervals = .%. 2.2.3. taceat cece comes eee cece es vu nant e ceae eae eee eee 357 
otal number of semitones 22.5. \sesee ar aess ee sen ee Seber eden eee epee ee We cn Retin ceoae eset 1,095 
Average number of semitones in'anantervalz- ac. -- ose acess sem et hae ace eee aoe eee ce Cee eee ee eee 3.06 
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Sun Dance AND UNDETERMINED Dance Sonas—Continued 


MELODIC ANALYSIS—continued 


TABLE 148.—KEY 


Ses ’ Serial Nos. of songs 
Key of— 
BR EAI OL eee vate hake ccs a een cles ae oa Sere KOU Sk ae ee ees 1/28; 
PASI EOR ee ohio ets eee aeece cane Reet at peice Cee ee 1 | 20. 
HD He (HME MOBS cece tac ot sa tars Adee else selena chee ne somos ces 15/22; 
ilies Gambit Ote eh sce teen csemnaie tet one eee ete oe Cotes coe ees 3 | 19, 21, 26. 
Cee OE mee eee ee comin gece n sarc ha om etion panies ous cins 1 | 24. 
MAT IMAIOL seamen nea Pea ee. Sar balks ote eta aee aes 1 | 28. 
CPTI ORS SoM aerate Set siege Sano oe Mefeeicmre ah kia Seale cee ae Olen 4 prt) 
ERS AG RAI OR 2 hc Se A cod clacrapai ted oe Laie se ee one ats play 
GEST TERENOL ee Pe Se rel Pak SS 2 eh 9 1} 18) 
BR OLN ER Sohte eis en Se eee Be ee a oe Oe 12 
RHYTHMIC ANALYSIS 
TABLE 15B.—PART OF MEASURE ON WHICH SONG BEGINS 
pe a Serial Nos. of songs 
Beginning on accented part of measure..........-......-..------ 10 | 18, 19, 20, 21, 22, 23, 25, 25, 
28, 29. 
Beginning on unaccented part of measure. ..........-.---.------ 2 | 24, 27. 
HTN ipo Ee ee Ae, ae 8 ar ee ee ee ee 12 
TABLE 168.—RHYTHM (METER) OF FIRST MEASURE 
ane Serial Nos. of songs 
First measure in— 
PAO ters Ae pc deidn oceans canbe renee sew sc ante -e<paarree 6 | 18, 19, 20, 23, 27, 29. 
BeM HINO os Ross cect ada See Seedse oe Beek eer: 5 | 21, 24, 25, 26, 28. 
BEE PIAIRO. ohe hota ara aie calm pinta Ss < slese aycie sie eie Saliereiatereeigidee cintine 422, 
Motals meee cecse ae nas ata See sere nS ee oN 12 
TABLE 17B.—CHANGE OF TIME, MEASURE-LENGTHS 
Number : 
of songs Serial Nos. of songs 
Songs containing no change of time............-.---.----------- © 2 | 28, 29. 
Songs containing a change of time...............-.--+----------- , 10] 18, 19, 20, 21, 22, 24, 25, 26, 


27, 28. 
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Sun DANCE AND UNDETERMINED Dance Sonas—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 188.—RHYTHM (METER) OF DRUM 


Number . 
of songs Serial Nos. of songs 
i oF 
Fighth notes unaccented.....>.....--.---------- aE rc ae 5 | 19, 21, 22, 23, 24. 
Quarter notes unaccented . - 2-2... ee enteanine Seticnw ceene eens 1 | 20. 
Drum motirecorded 2. --.sk ciccee= = oo eeeasee lacs ce ebuwaelece aces 18, 25, 26, 27, 28, 29. 
otal ere cerecc caciow bac Sk aeicie eee te seine ee ae bie eactsets erasvie 12 


TABLE 198.—RHYTHMIC UNIT OF SONG 


Dea Serial Nos. of songs 
Songs containing— 
INOMHVtDMNIG UNS. ees cc ccseeccccccectvccetow ces eenes owas 4 | 18, 20, 25, 26. 
One rhythmic unites coo ae see easiest cates ania mee eis uence 4 | 22, 23, 24, 29. 
wo rhythmic Units*. = odccss ras aac. sete s os esse ema 4 | 19, 21, 27, 28. 
Motalas tesa cee tess hake ne ace oes cee ails ace ele ee ae 12 
TABLE 208.—TIME UNIT OF VOICE 
Mees Serial Nos. of songs 
Metronome— 
OQEE sremiocreisicie ote Misie'ero's nia. cie clalsiniarcaigaicie sive emiaeniciele sleceretsiamer cies 1 | 28. 
(oc BORIS ECCI OSIRIS SOC IE CC AE EEA FACE I CROP ISAT: 3 | 18, 19, 20. 
MOE sabe cdcn srceiaicin Malina swe ane ee snioae cio ae ca oueeteaiae wae weactne 1| 2. 
Bares eiewiale sora ic.e ane ea ale = eieraleraie ciainveiotela oreteiorelehainioteis ateiwieleiafelsitetenore 2 | 21, 27. 
SB eee ay ke Moan aye SERN Seem ees Nee en ade San ce 2 | 24, 25. 
OL spina am ns cata = nce Serene Unease Heaneon seen ceises eee ciae seemaee 1 | 26. 
TE are iP ae Sa Me ete, SE 1 | 29. 
TO 2Qec ic Feee hae Jan Meme carne ecto eter ee eb sinet ene cece daeaiet eee 1 | 22. 
Mot alerts: oe seek ccie Seciai eisigin eMigise ee ae ee ae we Sena e 12 


Metronome— 


BO Dea eeleice clasts 


Drum not recorded 


TABLE 21B.—TIME UNIT OF DRUM 


eee 


eee ee 


HR Rw ere m newer wet ewww ewe e nares ere eennne 


Number 


of songs Serial Nos. of songs 


18, 25, 26, 27, 28, 29. 
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Sun Dance AND UNDETERMINED Dance Soncs—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 228.-COMPARISON OF TIME UNIT OF VOICE AND DRUM 


eres Serial Nos. of songs 
Time unit of voice and drum the same.................2.-2----- 6 | 19, 20, 21, 22, 23, 24. 
OEUHINMObTECOLGOUM as ies eee ce wtn o Foe ee wo oe cee as ee be 6 | 18, 25, 26, 27, 28, 29. 
EP Ob eats Oh Sore ee eee ee Oe seek 12 


SOCIAL DANCES OF LESS IMPORTANCE THAN THE 
BEAR DANCE 


TurKEY DANCE 


One of the principal dances of the Utes at the present time is 
known as the Turkey dance. This name was given the dance by 
white men, the native name meaning “jigging dance.” The writer 


Fig. 3.—Diagram, Turkey dance. «, Dancing circle with dancers seated. b, Drum with drummers 
seated. c, Position ofleader before dance begins. ------ Path taken by leader, who is followed by 
dancers. The erratic motion is continued indefinitely. 


witnessed one of these dances in the summer of 1914. The accom- 
panying instrument is a large drum placed on the ground at the 
right of the entrance to the dance circle, the drummers being 
seated around the drum and singing as they beat upon it. Women 
seldom participate in this dance. The motion of the dance is forward, 
and the step consists in putting the feet to the ground alternately, 
the point of the foot touching the ground first, after which the heel 
is “put down with an accent.” There is no prescribed direction 
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for the entrance of the dance circle. The drum, as already stated, 
is placed at the right of the entrance and the leader of the dancers 
sits at the left. In beginning the dance the leader rises and dances 
around the entire circle, the other dancers rising and following 
him. Having completed the round of the circle, he moves in an 
erratic manner, the dancers following close behind him (fig. 3). The 
dancers imitate a turkey by thrusting their heads forward and 
wagging them from side to side, while their arms hang loosely from 
the shoulders. 

The Woman’s dance is usually danced at the same time as the 
Turkey dance, these being the only two dances thus connected. 


CHARACTERISTICS OF SONGS 


An interrupted eighth-note drumbeat is the chief characteristic of 
these songs. This is transcribed with song No. 30 and was dis- 
cernible in the phonograph records of the other songs. The rhythm 
of the voice shows a slight preference for 2—4 time and for beginning 
on the accented part of the measure. Melodically the songs ‘are 
characterized by wide compass and small intervals of progression. 
Thus the compass of the songs is from 9 to 13 tones, and 93 per cent 
of the intervals are thirds and seconds. The average interval con- 
tains 2.8 semitones, and therefore is smaller than a minor third. The 
average interval in the entire series of Ute songs contains 3.14 semi- 
tones. (Table 13, p. 42.) - 
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No. 30. Turkey Dance Song (a) (Catalogue No. 731) 
Recorded by Singer No. 7 
Vorcr g—76 (g\ — 152) 
Drum g—76 (gs = 152) 


jigs Sige as indicated 


afi SS Sy pt 


Daw DP DDL ds Se Re a ip 


o/s eases (ee fee eens 


UE PEP ode ie ard d. oe 


aah SAE ay Se 


+e as ae ee re gat er) oo 
Se SS aoe 
ay Fae : PPO, 


@ 
= ee a 
Pe ag tg dae el era ale aa 


itt tar ey 


SUE Se ES Sa NAP eer Nee Phe 


cuffs ts ApS ey 
Pa ae ePrgitg® googta Voigt ghia sg tw: 


Analysis—In this song the interrupted drumbeat, which char- 
acterizes the Turkey dance songs, was given with sufficient clearness 
to permit its transcription below the melody notes (cf. Nos. 31, 45), 

25043 °—22——_7 
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The eighth-note values of the drumbeats were maintained more 
steadily in the 5-8 and 7-8 measures than in the 2-4 and 3-4 meas- 
ures, and the drum was more synchronous with the voice in the 
latter than in the first part of the song; thus the notation of the 
drum should be understood as approximate rather than absolute. 
After singing the song as transcribed the singer began at the first 
measure without a break in the time, ending the performance with 
the ninth measure of the song. The third and sixth measures in 
both*renditions were sung as indicated, although the ninth and 
eleventh measures from the close, containing the same progressions, 
were sung in 3-4 time. 

Observing the formation of the melody, we note that it is major 
in tonality and comprises the tones of the fourth five-toned scale 
with B as keynote, yet the structure of the melody is chiefly that 
of the minor triad and seventh. (See analysis of No. 38.) The song 
has a compass of 11 tones, yet 87 per cent of the progressions contain 
two or three semitones. 


No. 31. Turkey Dance Song (b) (Catalogue No. 732) 
Recorded by Sincer No. 7 


Voice abe 104 


Drum a= 104 


Drum-rhythm similar to No. 30 
| saree eet) 


= Be PeP eae ees= 2-4 a= 


(eR oh weeke me 


SS ee 
ci res 2S pete sy 


Analysis —This song resembles the preceding song in melodic 
structure, though differing widely from it in rhythm. LHighty-four 
per cent of the progressions contain two or three semitones, yet the 
song has a compass of 10 tones. Ascending and descending pro- 
gressions are singularly uniform, there being in ascending progression 
1 fourth, 3 minor thirds, and 3 major seconds, while the descending 
progressions comprise 2 fourths, 5 major thirds, and 5 major seconds. 
The tone material is that of the second five-toned scale. The inter- 
rupted drumbeat, noted in the preceding song, is present in this 
phonograph record but is not transcribed. 


~ 
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No. 82. Turkey Dance Song (c) (Catalogue No. 741) 
Recorded by Sincer No. 6 


VoIcE AES 96 


Drum é = 96 
veg eae similar to No. 30 — 


—-. 2 


path Sette Oe the 


Sar ee ae 7 Peel 


Analysis.—The downward trend of this song, following the inter-_ 
vals of the tonic chord, is emphasized by a glissando of the voice, 
indicated in the transcription. The melody contains only the tones 
of the major triad and second. It has a compass of 11 tones and a 
majority of the progressions are minor thirds. No ascending pro- 
gressions occur between accented tones. (See plot, fig. 4.) Repe- 
titions of the rhythmic unit comprise the entire melody except the 
closing measures. 


No. 33. Turkey Dance Song (d) (Catalogue No. 742) 
Recorded by Stnaer No. 6 


Voicr J 80 
Drum o—88 : 
Drum-rhythm similar to No 30 
= oe ace apae ars ; = oe 
2 J * e —__@ Lae 
: ———— roe f E 
par eeee a 
-o- @& -» ae 


————— a 


Analysis.—The progressions of this melody suggest E flat as a 
keynote, but G (the third) is not present and the melody is not 
classified in tonality or key. Another song of the present series 
lacking the third is No. 37. (See Bull. 53, p. 140, and Bull. 61, p. 135.) 
The interval of a fourth constitutes 22 per cent of the progressions, 
the remaining intervals, with one exception, being major and minor 
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thirds. Two rhythmic periods comprise the entire song, a short 
rhythmic unit occurring in both periods. The drum is slightly 
faster than the voice and steadily maintained in the five renditions. 


No. 34. Turkey Dance Song (e) (Catalogue No. 790) 
Recorded by Stneer No. 15 (pl. 10, a) 
VoIcE 4 76 


Drum a= 76 
Drum-rhythm similar to No, 30 


py Sal 


Analysis.—In melodic structure this song comprises three parts: 
The first (3 measures) is based on the major triad B-D sharp-F sharp; 
the second (1 measure) on the minor triad G sharp-B-D sharp; and 
the third (4 measures) on the chord B—D sharp—F sharp—B, the 
accented tones following the descending intervals of this chord. The 
song is thus seen to be strongly harmonic in character. No interval 
larger than a minor third occurs in the song, and about 58 per cent 
of fhe progressions are whole tones. (See No. 28.) The song has a 
compass of 13 tones and contains the entire octave except the seventh. _ 
Repetitions of the rhythmic unit comprise practically the entire song. 


No. 35. Turkey Dance Song (f) (Catalogue No. 791) 
Recorded by Sineer No. 15 


Voice g— 72 
Drum not recorded 


Analysis.—This song is not rhythmic in character. It contains all 
the tones of the octave except the fourth and is harmonic in structure, 
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b, Kanav 
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c, Charles Mack 
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About half the progressions are whole tones, but the ascending fifth 
occurs twice, giving interest to the song as a whole. Five renditions 
were recorded and show no points of difference. 


PLOTS OF SONGS OF THE TURKEY DANCE 


Beak GaREeaaae 
ENON ae] 
TIN VIN TT 
PTT TTT AT TY 


C1 

» 

I] 

il 

2) 
HSS“ aiwe 
BaP 2ashRaee 


HoDeatiEas 


No, 33. 
Fic. 4.—Plots, Group 3 (Turkey dance) 


The plots of these songs show more uniformity than the plots of 
any other group of Ute songs. They are characterized chiefly by a 
sharply descending trend. 


Woman’s DANCE 


It was said that the Woman’s dance was obtained by the Utes from 
the Shoshoni. As already stated, it was danced at the same time as 
the Turkey dance. Only three of its songs were recorded. 


CHARACTERISTICS OF SONGS 


The songs were accompanied by beating on a large drum. The 
drum rhythm is the same as that in songs of the Woman’s dance 
recorded among the Chippewa. (See Bull. 45, p. 192.) It comprises 
an accented stroke and an unaccented stroke, the latter corresponding 
approximately to the third count of a triplet. A brief rest which 
separates these corresponds approximately to the second count of a 
triplet. In melodic compass these songs are smaller than the Turkey 
dance songs, and the progressions are larger. The largest range in 
any of these songs is nine tones, which was the smallest range in the 
Turkey songs, and 14 per cent of the intervals are a fourth, or larger 
than a fourth, as compared with 7 per cent of similar intervals in the 
Turkey dance songs. 


g 
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No. 36. Woman’s Dance Song (a) (Catalogue No. 779) 
Recorded by S1ncEr No. 10 


VoicE é = 80 
Drum 42 80 
See drum-rhythin below 


QS = 


—4+ ae ar oe ae ee ee ea as ge | 
(1) 


THPTT er) he, 


—————==——_—_ 
SF ee ee 


te eee a 


Sok oes 


ig i Se ee 


epithet! fontereees 


(2) (2) (2) 
a. t !_g- Ws i 
- | --@_@ =o e_ f ~_#_# 
Drum rhythm (approximate) 
dy tid a dd atare 
> > > 


Analysis.—The rhythmic structure of this song is interesting. 
Two rhythmic units occur, the first containing three and the second 
two counts. After a repetition of the first rhythmic unit we note 
a measure suggesting the second unit, followed by a measure resem- 
bling the first unit, this, in turn, followed by the second unit and its 
‘repetition. The first unit reappears and is followed by a measure 
bearing resemblances to both units, the song closing with three 
repetitions of the second unit. This intelligent use of thematic 
material indicates a degree of musical cultivation among the Utes. 
The melody has a compass of an octave and contains all the tones 
of the octave except the seventh. Whole tones comprise 84 per cent 
of the progressions. (See No. 28.) 
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No. 37. Woman’s Dance Song (b) (Catalogue No. 743) 
Recorded by SincER No. 6 


Voice g=— 80 

Drum e = 80 

Drum-rhythm similar to No. 86 
(1) = 
—— 


vk Sacral hed AA dat I 2nd nd asia 
piisesees /iaceaerh re eee 


Analysis.—This song contains the tones B flat; E flat, G natural, 
and A natural, suggesting the key of B flat major, yet the third 
of that key does not appear. (See No. 33.) The song begins 
with an ascending octave. Only one other Ute song has this initia] 
interval (No. 91). Chippewa and Sioux songs with this peculiarity 
are noted in Bulletin 53, page 81, and Bulletin 61, page 343. It 
also begins and ends on the same tone. (See Nos. 42, 59, 91, and 97 
of this series; also Bull. 53, p. 222, and Bull. 61, p. 257.) About 
one-third of the intervals are fourths. Two rhythmic units occur, 
the rhythm of the second unit being steadily different from that of 
the first unit. A first and second ending occurs also in the dupli- 
cation No. 39 and in No. 48. 

This song is considered in the Appendix, pages 206-208. 


— 
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No. 38. Woman’s Dance Song (c) (Catalogue No. 744) 
Recorded by StncEr No. 6 


VoICcE Dee 80 


Drum = 80 
apa similar to No. 86 ~ 


pe = -—— OP 


a See ie 
eae Sea 


Analysis.—This song contains only the tones of the minor triad 
and seventh. The only other Ute song containing this tone material 
is No. 71. 

Concerning this characteristic among Chippewa songs, see Bulletin 
45, page 142, and Bulletin 53, page 258; among the Sioux songs, see 
Bulletin 61, pages 184,337. This chord has been found in the music of 
the American Negro * and was noted by Prof. J. C. Fillmore in songs 
of the Nass River Indians living in British Columbia; also among 
the songs of the Dahomy collected by Prof. Fillmore at the World’s 
Columbian Exposition in Chicago, 1892. 

In the songs analyzed by the present writer this chord appears in 
two forms: (1) In songs of minor tonality it constitutes the tonic 
chord with seventh added, and (2) in songs of major tonality it 
constitutes the submediant chord with the dominant of the key 
added as its highest tone. It will be noted that in the first form 
the tonic triad appears as the lower and in the second form as the 
upper portion of the chord. The second is the more frequent form, 
as shown by the fact that 11 Chippewa songs are characterized by 
this chord and only three are minor in tonality. (See song No. 30.) 
In the song under analysis the tonic triad (G sharp, B—D sharp) 
forms the framework of the melody, the seventh being less prominent 
and occurring only twice. The rhythmic unit is short and its repe- 
titions comprise all the song except the closing measures. Four 
renditions were recorded and show no differences except that in one 
rendition the opening phrase, before the repeated portion, was 
omitted. Major and minor thirds constitute 68 per cent of the 
progressions. 


18 See paper by H. E. Krehbiel, read before the Folklore Congress, July, 1894. 


\ 
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PLOTS OF SONGS OF THE WOMAN’S DANCE 


TT TT 
ake 
Bees 
Safe 
Sane 
anne 
SeuG 
[TTIW 
aes 


ia. 5.—Plots, Group 4 (Woman’s dance) 


A comparison of the plots of these songs with the plots of the 
Turkey dance songs will show a more decided contrast than is evident 
to the ear in listening to the songs. 


LAME DaNcE 


The action of the Lame dance was described as that of a man’ 
lame in the right leg. The motion was forward and the right foot 
was dragged as though it were crippled. This step, however, was 
entirely different from that of the Dragging-feet dance, in which 
the motion was sideways and the feet lifted clear of the ground. 
The steps of both of these were danced for the writer’s observation, 
the dances themselves having fallen into disuse. Only women 
danced the Lame dance, and at a gathering in the old days it was 
not unusual for 100 women to take part in the dance. The women 
formed in two parallel lines more than 30 feet apart, standing one 
behind another, facing the west. Each line had its leader. At a 
considerable distance in front of these were the drummers, usually 
four in number, each with a hand drum, and behind the drummers 
was a line of men singers who faced the dancers. The women danced 
forward until near the drummers, when the leaders of the two lines 
turned and danced toward each other until they almost met. They 
then turned away from the drummers and danced side by side 
toward a point opposite that at which they started, the dancers 
following them and forming a double line (fig. 6). 


CHARACTERISTICS OF SONGS 


In all the Lame dance songs the accompanying drum is in quarter 
notes, following slightly after the voice. This does not appear in 
any other songs recorded among the Utes and may be considered a 
characteristic of the Lame dance. As in the Bear dance, the song 
used at the conclusion of the dance was different in structure from 
the other songs of the series. With the exception of the closing 
song (No. 42) a wide range obtains in the Lame dance songs, varying 
from 9 to 12 tones. With this wide range there occurs, as in the 
Turkey dance songs, a predominance of small intervals, 52 per cent 
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Ww 
of the progressions being whole tones. The fourth is prominent, 
comprising 12 per cent of the entire number of intervals. There is 
a variety of tone-material in these songs, all of which are harmonic 


A ee CA Ee ee ee ee eee 
Fa x 
oe i c 
+ B oe 
CY 
ef ey + + ++e ttt 
- ete +e <b N 
_ ©@ 
+ @ | 
a Be > Se 
® asus ee nee ae Be Nel cata Rabie aan ie TS ey 
e # 
+ (: : 
a x 
> 


seo te et Ot a a 
<_— = ——— 


Fic. 6.—Diagram, Lame dance. A, Singers. B, Drummers. C, Path of dancers 


in structure. The closing song contains only two tones, is simple in 
rhythm, and has a drumbeat in unaccented eighth notes, the other 
songs having a drumbeat in quarter notes. The accompanying 
instrument was a hand drum. 


No. 39. Lame Dance Song (a) (Catalogue No. 701) 


Recorded by S1inceR No. 9 
Voice e= 63 
Drum Al = 69 
Drum-rhythm similar to No. 20 


va 


BL eeaee re ei Re 
SEF eee * ae ad i oe | 
aS = See 


eae ee 
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Analysis.—We have before us for consideration two renditions of 
a song by the same singer (cf. Nos. 77, 78), the first rendition being 
recorded in 1914 and the second in 1916. The duplication was 
accidental, which adds to the interest of the comparison. On the 
first occasion the song was sung three times and on the second it 
was sung twice. Comparing the transcriptions of the two rendi- 
tions, we find in the second a more regular rhythm and also an 
ornamentation of the melody, as in the third measure. The first- 
named peculiarity is shown by the presence of rhythmic units, the 
latter by a larger proportion of whole-tone progressions. Inquiry 
was made concerning the life of the singer during the two years 
elapsing between the making of the records, as the rhythm might 
possibly be influenced by an adaptation to the ways of the white 
man. The Government officials on the reservation were, however, 
of the opinion that no appreciable change had taken place in the 
singer and the difference in the records was attributed by them to a 
difference in mood at the time of recording. 

.On comparing the analyses of the two renditions, we find the 
following resemblances and differences: 


RESEMBLANCES 
ROMAN A SUB. Se ci/ael> no See 5th Major. 
Purstetonoseeec et «2c eo >= sat. >. Octave. 
WE shtonCuoreat cote se ne os t= cima Fifth. 
COMPASS. ode sa Mes eos <2 TONES: 
None materialist. 2 fs. s 4252 2 ee Octave complete except seventh. 
MEGUMI Cs ene Faeroe tts ee seis Melodic. 
pe Pins procressiou mies 220 > Skee so Upward. 
Time of first measure........--.-.---- 2-4, 
DIFFERENCES 
First Second 
rendition— | rendition !— 
Key of Key of 
E major | E flat major 
NT OLOL PORT COSIONS Sime m ae ants nism eems ate a ele se wyavare /acatavo ate aan ce 31 E 47 
Proportion of major thirds........ Ae San S AEE SADE Oe SOE CAO O CERCA Ame 19 20 
IPFOPOLMGHT Ol Ma|OLsSCCOMGS ee onsets ome oo esate mci le iarais vin oeiei- = ewan cimieic a 40 58 
PUT eee LA MNAL CS MALULN Gy shatieter ater Go a etatete tale aa iere stare hein play WIA vin soi l<ielsi a eintolm nie\eisinle's s/s! ¢/= None. 2 
PUMGOLY COICO ONE GLU DY sect < ont -we fete ns celeieiawia == one Sens hoaa hae apa 69 84 


1 Interesting features of the second rendition are the first and second endings and the connective phrase. 


In both renditions the drum was in the same tempo as the voice, 
but was struck slightly after the corresponding tone of the voice. 
This appears to be a peculiarity of the Lame dance songs. In the 
comparison of the two renditions it appears that the resemblances 
are more important than the differences, establishing the identity of 
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the song. A comparison of the plots, though not showing the rhythm 
of the song, indicates the greater regularity in the second rendition. 
Concerning the use of a connective phrase see No. 7. Syncopations 
(nota legato) occur also in songs Nos. 41 and 75. A first and second 
ending occurs also in Nos. 37 and 48. 

This song is considered in the Appendix, pages 209-210. 


Duplication of No. 39 


Recorded by Stnerr No. 9 
VOICE é= 72 


Drum - 231) 
Drum-rhythm similar to No. 20 
#:, 22 SCAM 2 


2 (Wai “P-- ——t 
SSS 
(1) | 
a A a ee Tl rte ee i Rt ea Ss ee) 
esata eee ye Sere os pee e 
See eee Cee Pees 


— ending 
a See eel 
Sao —— ———————— 
ae ates == ——— 
2nd ending 


py Sed 


Connective phrase between renditions 
i — 


AS 
a SSE 
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No. 40. Lame Dance Song (b) (Catalogue. No. 720) 
Recorded by Sincer No. 16 


Voice ¢—76 


Drum a= 76 
Drum-rhythm similar to No. 20 


ote SSeS 
poet tee eee ae ee 
iS peel 


Tsi-yu-ta TSi-yu-ta 


Analysis.—This song contains only one word (TSiyuta), said to be 
the Shoshoni term applied by them to the Utes. The rhythmic struc- 
ture of the song comprises four periods, each containing four meas- 
ures, except the third, which has only three measures. Each of these 
periods ends with a triple measure. In melodic form the song is 
characterized by wide expansion and small intervals, the range being 
11 tones and about 60 per cent of the progressions being smaller than 
a major third. (See No. 28.) Three renditions were recorded, the 
only differences being a slight variation in the fourth measure. The 
song contaims all the tones of the octave. 
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No. 41. Lame Dance Song (c) (Catalogue No. 768) 


Recorded by Singer No. 17 
VoIcE A 63 
Drum Bie 63 


onake ae to No. 20 
-9- -. -9- >) 


= = == — try 


[D* —_ Sate 4 


ee eS ee 


Connective phrase 


se hae oe ea Coe een eee | 


fee 2 Benes ee ees 


~, NS 


Analysis.—Two renditions of this song were recorded, and in both 
are found the same number of sixteenth notes in the third measure 
from the close, this phrase being divided into three groups of two 
notes each. The song contains no rhythmic unit, though several 
measures begin with a dotted eighth followed by a sixteenth note. 
A short connective phrase was sung between the renditions. (See 
No.7.) For other songs containing rests see analysis of No.8. Sixty- 
five per cent of the progressions are whole tones—a peculiarity noted 
in the analysis of No. 28. 


It was said that the following song was sung at the conclusion of 
the dance. A man approached a woman dancer and made a series 
of gestures, after which a third person threw a blanket over them, 
and they danced together while this song was sung. 
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No. 42. Closing song of the Lame Dance (Catalogue No, 769) 
Recorded by Srvcer No. 17 


VoIcE ae 104 


Drum P| =—112 
Drum-rhythm similar to No. 18 


La 


Analysis.—This song resembles No. 17, which was sung at the 
conclusion of the Bear dance, but a comparison of the trend of the 
two melodies shows the upper tone to be the more important in 
No. 17 and the lower tone in the present instance. A fundamental 
and its minor third are the only tones in this song, while No. 17 
contains also the minor seventh, occurring as an unaccented tone. 
This song comprises four periods, all having the same rhythm. It 
begins and ends on the same tone. (See No. 37.) 


PLOTS OF SONGS OF THE LAME DANCE 


SHERAT TR eee 
COE CCREEee 
BAH A 


ma 
B OBRiBME we 


>| Lt 
PNT TAT ART AKT TT 
CoA NN 
SERRE EaeSsReA 
PEE EEN 


fF aa 
BEC BEE EEE 
No. 39. No. 39 (dup.). 
[Ea pe aheskeeee 
a8, fF EL 


PEAT 
HET AN 
waa 


No. 40. 


an 

CNOA 
EECA enum 
HN A 


No. 41. 


Fia. 7.—Plots, Group 5 (Lame dance) 


In the plot of these songs we have a type that appears to avoid 
the lowest point, differing in this respect from a majority of the 
Sioux as well as of the Ute songs. 
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The plots of No. 39 and also of its duplication are shown, thus 
affording an opportunity for comparison which is clearer than that 
of the transcribed melodies. 


Draaeine-FEeT DANCE 


According to Star, an old informant, the Dragging-feet dance was 
one of the social dances held after a scalp dance. Men and women 
danced together, not alternating but standing as convenient, the 
motion of the dance being sideways, ‘“‘with the sun.”’ The step was 
that recorded in the same dance among other tribes (see Bull. 61, p. 
477), one foot being advanced sideways and the other foot lifted and 
placed beside it. 

CHARACTERISTICS OF SONGS 


The drum beat with the Dragging-feet songs was in quarter notes, 
synchronous with the voice, not following after it, as in the Lame 
dance songs. ‘Two of the songs contain particularly long rhythmic 
units, and none of the songs contain the seventh of the key. The 
minor fourth comprises 42 per cent and the fourth comprises 14 per 
cent of the entire number of intervals. 


No. 48. Dragging-Feet Dance (a) (Catalogue No. 721) 
Recorded by Stncrr No: 16 


Vorcn g—108 | 


Drum g=— 108 
Drum-rhythm similar to No. 20 


Analysis.—This melody progresses chiefly by the minor third, 
which constitutes 71 per cent of the intervals. The rhythmic unit 
comprises five measures and occurs twice. It is interesting to note 
the resemblance between the opening measures of the song and the 
rhythmic unit. Nine renditions were recorded without a break in 
the time. The drumbeat was synchronous with the voice. 
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No. 44. Dragging-Feet Dance (b) (Catalogue No. 746) 
Recorded by Stnaer No. 18 


Vorcn d= 104 


Drum Als — 104 
Drum-rhythm similar to Ne. 20 


Analysis.—Nine renditions of this song were recorded without a 
break in the time. The melody is rhythmic in character but con- 
tains no rhythmic unit. Only three sorts of progressions occur— 
the fourth (constituting 32 per cent), the major second (62 per cent), 
and one interval of a major third (see No. 28). All the major seconds 
were uncertain in intonation. The song is harmonic in structure 
and contains the octave complete except the second and seventh. 

No. 45. Closing Song of the Dragging-Feet. Dance 
(Catalogue No. 702 
Recorded by Sineer No. 9 
VoIcE e= 104 


Drum a= = 104 
Interrupted cos rhythm as indicated 


aaa ’ 
Reman; e Fae Tie ae 
a a areee 
yee ie 9 eae Vd a 


eis pear et Le 


Analysis.—In this song, which was sung at the conclusion of the 
Dragging-feet dance, there was a break in the drumbeat, as a signal 
for the end of the dancing. This break was always given at the same 
point in the song. In two renditions this interruption occurred as 


25043°—22——8 
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transcribed (cf. No. 30). It is interesting to note that in the inter- 
rupted portion the drumbeat is slightly after the voice, while in the 
remainder of the song it is synchronous with the voice. The only 
difference in the portent (several of which were without drum) is 
that in a few instances the first tone in the second occurrence of the 
rhythmic unit was sung as a*quarter note. The rhythmic unit is 
long, as in No. 43. With the ‘exception of one interval, a minor 
aoa, the progressions are thirds and major seconds. The song is 
ilotica in structure and contains the tones of the fourth five-toned 
scale. 
PLOTS OF SONGS OF THE DRAGGING-FEET DANCE 


No. 43. No. 45, 
Fia. 8.—Plots, Group 6 (Dragging-feet dance) 


The plots of these songs, while different from the plots of the Lame 
dance songs, show a similar avoidance of the lowest point. 


Tha Dancer 


The name of the Tea dance indicates its modernness. If held out- 
doors the people danced around a fire, the men giving their bracelets 
and other ornaments to the women who took part in the dance. 


CHARACTERISTICS OF SONGS 


A scanty tone-material and wide range characterize these songs, 
none of which contain more than five degrees of the scale, while the 
range of the songs is from 11 to 15 tones. Two are melodic in struc- 
ture and one is melodic with harmonic framework, indicating freedom 
of musical expression. The fourth, with its suggestion of motion 
(see Bull. 53, p. 100), constitutes 28 per cent of the intervals. All 
the songs are major in tonality, yet the minor third constitutes more 
than 22 per cent of the progressions. The drumbeat of the dancing 
song (No. 46) and of the song next following is similar to that of the 
Woman’s dance, the drumbeat of the third song being unaccented 
eighth notes. 


The following song was sung during the dancing: 
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No. 46. Tea Dance Song (a) (Catalogue No. 733) 
Recorded by StnaEr No. 7 


VoIcE o= 88 


Drum ee 88 
Drum-rhythm similar to No. 36 


Connective phrase 
cS el 


Analysis—The keynote of this song is considered to be E, the 
tonality is therefore major, yet the major third appears only once as 
a progression. The interval of a fourth is strongly in evidence, both 
as a progression and in the structure of the melody. <A rhythmic 
unit occurs four times in succession, the two first occurrences being 
on the tone F sharp, E, B, and the second and third occurrences being 
on the tones B, G sharp, F sharp, after which the melody descends to 
B along lines which suggest the tonic chord. The portion of the 
melody included in measures 4 to 8 resembles numerous other Ute 
dances in its reiteration of a minor third (cf. Nos. 16, 42, 51). The 
tone material in this portion of the song is similar to that in No. 2. 
Other songs containing rests are noted in the analysis of No. 8, and 
other songs with connective phrase in the analysis of No. 7. 


The two songs next following were sung after the people sat down 
and before the tea was served, a pipe being passed among them at 
this time. 


LS 
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No. 47. Tea Dance Song (b) (Catalogue No. 734) 


Recorded by Stneer No. 7 
VOICE e = 104 


Drum a= 104 
Drum-rhythm similar to No. 386 | 


(1) (2) 

frie senores | 

--. -O-« 

a eee See 

oe () 
e. 


pl sies [ieeeres Ena bene! 


Analysis.—The drumbeat of this song is similar to that of the 
preceding song, during which the people danced. The song had the 
unusual range of 15 tones and is based on the fourth five-toned scale. 
Two renditions were recorded without variation. This is interesting, 
as three rhythmic units occur, the first and third closely resembling 
each other. The eighth measure contains a reversal of the count- 
divisions of the second rhythmic unit, in a triple measure. As has 
been noted, a measure of this sort frequently gives a certain balance 
to the rhythm of a song as a whole. 
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No. 48. Tea Dance Song (c) (Catalogue No. 722) 
Recorded by SincEr No. 16 
Voice as 84 


Drum J 84 
ag san ate similar to No. BO Ss 


gee tpl shy cteterptat Ei 
pi EEL ppt be terse rs 
i SS SS 


Ist ending ; 
i es 2nd ending 
Pepe eo 
ee | _g— 


_ Analysis.—This song contains only the tones of the major triad 
and second, has a compass of 11 tones, and is melodic in structure. 
The fourth occurs 14 times, comprising about half the entire number 
of intervals. In contrast to the preceding song the drumbeat is in 
unaccented eighth notes. For other songs containing rests see No. 8. 
A first and second ending occurs also in the duplication of No. 39 
and in No. 48. 


PLOTS OF SONGS OF THE TEA DANCE 


Ss zan BREE RS aa 
ete eee 
BRVeee Nee 


Fie. 9.—Plots, Group 7 (Tea dance) 


A gentle descent characterizes the plots of these songs, with none of 
the activity noted in the two groups of dance songs next preceding it. 
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DouBLE DANCE 


Both men and women danced the Double dance, which was said 
to be very old. The dancers stood in two lines facing each other 
and not far apart. Men and women did not alternate in these lines, 
but stood in any convenient order. So géneral was the interest in 
this dance that in old times the lines often were 30 or 40 feet long. 
In the dance one line moved forward about four steps, the opposite 
line receding. The opposite line then advanced and the first line 
receded. : 

CHARACTERISTICS OF SONGS 


Two songs of this dance were recorded by Uncompahgre Utes. 
Both songs have a clear rhythmic structure with more than one © 
rhythmic unit. No progression larger than a fourth occurs in these 
songs. The accompanying instrument was a hand drum. 


No. 49. Double Dance Song (a) (Catalogue No. 776) 
Recorded by Sincer No. 8 


Vorcz g=112 
Drum a= 112 
Drum-rhythm similar to No. 20 
(l (2) 
epee Se as aa ga a fiat a 2 eee 
one e 9: —™ + 
4g ome 
To -o - ka - ne - rats to-o0 - ka - ne - rats 


(1) (2) 
| I 


—<$$$<$<____ a A ae et ed AE ek Se 
eee eee @@:» @: —@_@: » 9 = 
ee 
—— =] 
to-o - ka - ne - rats to-o - ka - ne - rats 


(2) 


BL eae ae oe eee! 


to-o ka -ne - rats 


Analysis.—A progression by whole tones characterizes this melody, 
about 73 per cent of the intervals being major seconds. (See No. 28.) 
Two rhythmic units occur—one in double, the other in triple time. 
These differ in the latter portion. The song is based on the second 
five-toned scale and has a compass of six tones. Drum and voice are 
synchronous. 


19 Nawa’to, a term used with reference to anything that is “‘doubled together.” 


X 
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No. 50. Double Dance Song (b) (Catalogue No. 770) 
Recorded by Sincer No. 17 
Voice g— 92 
Drum BI = 92 
Drum-rhythm similar to No. 18 


ONES @) @ 


Sea aaa =a pere= Senses 


@) (3) 


Se ee 


Analysis.—This song comprises three rhythmic periods, each with 
its rhythmic unit. The tone material is the major triad and sixth, 
which is less frequent in the Ute songs than in those of the Chippewa 
and Sioux. An ascending fourth occurs five times and a descending 
minor third occurs nine times. In contrast to the preceding song 
the drumbeat is in unaccented eighth notes. 


PLOTS OF SONGS OF THE DOUBLE DANCE 


QEPSorgrpslEea 
RRRUaraRW aan 
FE 


spas et zi eelle ipo} 
No. 49. 
Fia. 10.—Plots, Group 8 (Double dance) 


In these plots there appears a “horizontal type’’ of outline with 
rather wide intervals, the melody seeming to be “‘doubled”’ on itself 
rather than following a decided trend, as, for instance, in the songs 
of the Turkey dance. 


Tron Line DANCE 


This is an old dance, in which both men and women participated, 
standing alternately in the dancing circle. In the step of this dance 
one foot was passed either over or behind the other and placed flat 
on the ground. The motion of the dance was sideways, the dancers 
progressing “with the sun.” All the dancers sang and some of the 
men carried hand drums, with which they accompanied the singing. 
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No. 51. Iron Line Dance Song (Catalogue No. 703) 


Recorded by Singer No. 9 
VOICE 4= 116 , : 


_ Drum d= 116 
Drum-rhythm similar to No. 20 


———S— Se Se 


be 


pezaar eee = lyeee 


Pi-nu - pi-ya 


© 


=p aE 


pi-nu - pi - ya 


EL pam aerioaes eseel Serer ee 


WORDS 


INU’ PlVAe-5.. cco seis soos eee SOCOM wate: 
y 


Analysis.—Two rhythmic units occur in this song, the second 
appearing to be an elaboration of the first. The opening and closing 
measures contain phrases which resemble but do not repeat the 
rhythmic unit. The principal interval is the minor third, which con- 
stitutes more than 60 per cent of the progressions. All the tones of 
the octave occur in the song, which is harmonic in structure. Drum 
and voice are synchronous. 


PLOT OF SONG OF THE IRON LINE DANCE 
Het tt 


SAN S105 oe LE 
fp 
CofE NG ee eo 


ME RAaSeENEEREs 
BRSRS ESE aReaS 
HERBE BERS ES Seese 
$Y Ti esas feo esa a as 


No. 50. 
Fia. 11.—Plot, Group 9 (Iron Line dance 


The plot of this melody is strong and interesting but of no definite 
type. 


a Th 


Jib ae eS 


a 
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SoctaL Dance Sones 


MELODIC ANALYSIS 


TABLE 1c.—TONALITY 


121 


Number 
of songs 


Serial Nos. of songs 


16 


22 


30, 32, 34, 35, 36, 39, 40, 41, 43, 
44, 45, 46, 47, 48, 50, 51. 

31, 38, 42, 49. 

33, 37. 


TABLE 2c.—FIRST NOTE OF SONG—ITS RELATION 


TO KEYNOTE 


Number 
of songs 


Serial Nos. of songs 


Beginning on the— 


wor nwNwWoOrRN 


34, 

31, 45. 

46. 

35, 36, 39, 40, 41, 43, 47, 48, 51. 
31, 37, 38. 

32, 50. 

33. 

42, 44, 49. 


TABLE 3c.—LAST NOTE OF SONG—ITS RELATION 


TO KEYNOTE 


N . 
aoe Serial Nos. of songs 
Ending on the— 
UL Nig hres odate Ub Odea accel 2 oC onon Bee ace See oe eee 11 | 33, 37, 38, 39, 40, 43, 44, 46, 48, 
49, 51. 
CUS SA SE OR nO semen Cee COC Meine sa cSLce ance ase 4 | 30, 32, 47, 50. 
Oy TIOUO SS = cei alee a ole oe nm alma aoe ministoln wee ino eis einleje sete 7 | 31, 34, 35, 36, 41, 42, 45. 
Total 22 
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Socotra, Dancr Sones—Continued 


MELODIC ANALYSIS—continued 
TABLE 4c—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG 


Number . 
‘of songs Serial Nos. of songs 
Songs in which final tone is— 
Towestitone i song seees 2 ---e-een ee eee Qe SSe ea eaaios 14 | 30, 31, 33, 34, 36, 39, 40, 41, 42, 


Immediately preceded by— 
Major thirdibelow--- ~~ <..6-2----=-+4- Be eae Seen 
Minor third below tas asses cease went ee set ers sodas 
Wihole tone DelOwrteccise .ac tates iecgeirel= rarest era iar ele ara tetat 
Semitone below ess 0 ixc 25-51 = ae Santa = elo riers = eisai 
Songs containing a major third below the final tone..-...-.---.-- 
Songs containing a semitone below the final tone...-.--.-------- 


eee wee 


22 


43, 45, 46, 48, 50. 


Tae 

51. 

32, 44, 47. 

35. : 
49. 

37. 


é 


TABLE 5c.-NUMBER OF TONES COMPRISING COMPASS OF SONG 


Pe Serial Nos. of songs 

Compass of— 

TTA Cae a CE RR AEM ea sens 1 | 47. 

Thirteen tones 1 | 34, 

IE WOIVOCONES. soars ste ste ore 1 -l opel ei =1-lieimystesiiede ots iotasisiei = 3 | 33, 39, 46. 

HIG VOM CONCS ae tetera ee eer nee eee see eee eer . 6 | 30, 32, 40, 43, 48, 51. 

ROWGONCS Hees. eae ee ose oaaoe pp beasbostccdecsecse 3 | 31, 38, 45. 

INDUCT OWE ac SoaRt rater a Boao ae ees GsOC COO Nt ar CHOROETIGEBe 3 | 35, 37, 41. 

(He Na OC aang este aise oa sebeocss aaees Soca eeeeErEocASEe 2 | 36, 50. 

SOMO CONES arcs ain «clare a eee tone ae eee eee eae ee Sec 1 | 44. 

Simoes... ceee sate eee caccae date eens oe ae 1 | 49, 

"BATES TONS 75 oN sees oe ace Melee e yma amine Seamer 1} 42, 

SRO) 8 Se Senoce ce nO nist a aeor DaCGSA Seb ac oan soaanoes names 22 
TABLE 60.—TONE MATERIAL 
ages Serial Nos. of songs 
Secondefive-tomed Scales e- oes omer gos sam ees yori ere 2 | 31, 49. 
Hourth fiye-toned Seales. ea. = aecsur ce miseer n-= es See ania 4 | 30, 41, 45, 47. 
Major triad: and)sixth 222 <<: <.-hiss eee hecse bere eee ee 1 | 50. 
Majoririad and second 2-2 -2--eecinsae Orn se ee aeee sere eee ae 3 | 32, 46, 48. 
Minor.triad.and seventh. <5 7 .sn- 2-5 5d maee ae So ieee 1 | 38. 
Octave completes: a=. tosh ot alee sue ty ee a ee ae as 2 | 40, 51. 
Octave complete except seventh...... See DMSO ata e ost oas Ese 3 | 34, 36, 39. 
Octave complete except seventhiand'sixthic. 2: - .2to9-c-- eke eeee 1| 44. 
Octave complete except seventh and third...........--.-..-.-.-. 1 | 33. 
Octave complete except seventh and second 1 | 48. 
Octave completeexcept fourth... .....--=-.5-.-.2--.2--2.te.2ee 1 | 35. 
Octave complete except third.............-.2---22--22-222-2 20 10137: 
Minor thirds 5... essecke cos tasentoscper voce aceon a ere 1 | 42. 
DOULGIAY « craccnis s <tecaicinc a cae ecm neittqneleenonatince acta emer er 22 
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Socra, Dance Sonas—Continued 


MELODIC ANALYSIS—-continued 


TABLE 7¢c.—ACCIDENTALS 


of songs Serial Nos. of songs 
ini gmomecidentalsu =... sacet secore j-ts de eee ska oee 22 


TABLE 8c.—STRUCTURE 


Ope. Serial Nos. of songs 
PREG Odie mee eae ae aaa e oe ose SR ates meee: 11 | 31, 33, 36, 37, 39, 40, 41, 45, 
46, 48, 49. 
Melodic with harmonic framework........-..-..----.-.-----+--- 3 | 30, 38, 47. 
REPRE OWIC? so ertsiooh asco nileo eo tars = [ao eM alone ine tne Sire nic eee ae 8 | 32, 34, 35, 42, 43, 44, 50, 51. 
ROCST = A rewicts teas aes oe 25 a, hen Soa tae eaoeb pric VOCE, 22 
TABLE 9Cc.—FIRST PROGRESSION—DOWNWARD AND UPWARD 
phere Serial Nos. of songs 
TD ORT eos Se asst one Sate Cee eee AeA Sane tian aeereaee 14 | 31, 33, 35, 36, 38, 40, 43, 45, 46, 


| 


TEN ee Sa ee artis Sct ate Sand ot sca en win iam gapatioain eos Steiate © 22 


47, 48, 49, 50, 51. 
31, 32, 34, 37, 39, 41, 42, 44. 


LY 


TABLE 10c.—-TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


Serial Nos. of songs 


N : 
ein Serial Nos. of songs 
DOW TR WALGS citer =e ook saree soc ele <o,clo eine Wiesel = seminls > cle <isjoimerem 420 
UF Tene Soe ace on CSO a oe Aa deco ane Teucce acess Sobor scnecerse 248 
“MS FS) on Sea COO EAA eM REP ODE ane cet bostcr Mon a anaeda dear 668 
TABLE llc—_INTERVALS IN DOWNWARD PROGRESSION 
Number 
of songs 
Interval] of a— 
OAS Eee ersee rca b ate or ctahus ra casiete ators ieta rs ie ota yasata sre bia af eivlwihrsjeiFopalnee 50 
Major third .........-------+-++++----02eeeeee teeter eee ee eee 29 
IEVORUEITO  iecractoe oieneie abet scale Siac is aie cian atcintateiale graiainislaine'e 140 
Majorsecond......-.-.-.-2---2+---- secs e eee ee eee e ees cee ees 190 
Minor second..... PRvatelaintie = Sees cin aietle’«/aunieiSlala’s =v Sele lelainm ~im/olels1= ll 
POL a ee se ote oe ee cia ae sis oictoa'<ieteiain'g aiieacentaems sense | 420 
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SocraL Dance Sonas—Continued 


MELODIC ANALYSIS—continued 
TABLE 12c._INTERVALS IN UPWARD PROGRESSION 


Number ; 
‘ of songs Serial Nos. of songs 
Interval of a— 
Ninth yon cesosteats weiten ee tienldas denen see ee eae ee ne 1 
Oetavens. ssh so setae manors at > ae tae ee eros Serer eran ete See 3 
OV OIE T = eraizie tafe letesa eines el sree eSNG TRIG roe EE oot ee 1 
Majorisixtyn a. o< acc ates coe eee oe Een risen eer ae 2 
MANOR SEREN 22 en oes cae ees eee Dacre Sina ata ae ee 6 
WITCH. ooo a ese ae ale ain Win spempipiae cee Cae che beter. aevoeins Sees dale 10 
OUNGH 36 5 S245 aisle esos oe See ee na aig Ne te ae 35 
Major, third aa 4h- = pce cores acer oan ete een ee = eee 26 
Minor thirds... 3s xaseteetosae cic et ae ost se e eee 78 
Ma jor/Secon -)3 sets otc rat om xe See eae oe ae ee ee 84 
Minor second ee 425. haa te es aeciv ae. oot vee ts ee eee 2 
FROG a eh Bee oe rere aah ees Foe Ae ae I 248 | 
TABLE 13c—-AVERAGE’- NUMBER OF SEMITONES IN AN INTERVAL 
otalnumpber, ofintervals.2, sage. aceises ae eee ola ee ae eee 668 
Potalnumber,of semitones. res Seether hr ees Sa ee a Sm ace 1, 657 
Averagenumber of semitones intaniinterval-. 7c. 2-222 Secon sce «ots seeee Seen oe ee 2.4 
TABLE 1l4c.—-_KEY 
Navtes Serial Nos. of songs 
Key of— 
ENG OLY tascotep Sade noe one: Donaud? haar arene BAASAR Barr ooee 1 | 50. 
B Bat maj Or er ae scr cyte lake oe tea See isan ee 2 | 36, 45. 
BAMA JOM oe eee oss occ te cette een ee Eee eee 3 | 30, 32, 34. 
BS DOIN OW eee (ence aisisie seer tates Gera Ree ee eee ee 1 | 49. 
D fat majored sinc sehen aovee ease oF oars <n ae oe eee ae 1 | 44. 
PY IMAON oe ie was ose sae nas sae ee Oe ts ee MS, 1 si. 
MU TASJOR== 3 - sa Ar eee ce RE te os Ee ee 7 | 35, 39, 40, 41, 48, 46, 48. 
MISNALD MINOT 226s. Stisas Js eet sae ee OPO eR 1} 31, 
G3mB OR ao se8 oni Se ok eee ue eae Ree EE TAC Ee i Uae 
Gishgapimninor: 2 cna sker ere. ee ek pene ee ease ee ee 2 | 38, 42. 
Phirddacking 2255550: 5 wists acicas ssid eae en Setece Oe A 2 | 33, 37. 
DOUBT Say iarantess os cis Siete cos Gat ae ee eet oe a ,' 22 
RHYTHMIC ANALYSIS 
TABLE 15c.—PART OF MEASURE ON WHICH SONG BEGINS 
oe Serial Nos. of songs 
Beginning on unaccented part of measure.................--.--- 6 | 32, 35, 38, 44, 46, 48. 
Beginning on accented part of measure.............2s..-...----- 16 | 30, 31, 33, 34, 36, 37, 39, 40, 41, 
/ 42, 43, 45, 47, 49, 50, 51. 
ROCE 2s. chaiciananealaaemnisee aoa eater eae ee em 22 


———eeeeeSSFF 


\ 
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SoctaL Dance Sonas—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 16¢c RHYTHM (METER) OF FIRST MEASURE 


Me Serial Nos. of songs 
First measure in— 
Pe or EERE AE rtp ab a te Ae a ee a 13 | 30, 31, 32, 35, 36, 37, 39, 40, 42, 
44, 46, 47. 
Be ee aS ae Soe Pica tree toc cm ema acne 9 | 33, 34, 38, 41, 43, 45; 48, 49, 50, 
51. 
Prete ct ton oS tee enacts ernine eset asic A Gee clam oe ed ig ale ere Ree 22 


TABLE 17¢c.—CHANGE OF TIME, MEASURE-LENGTHS 


Number 


of songs Serial Nos. of songs 


Songs containing no change of time 3 | 32, 34, 42, 


Songs containing a change of time ........-.---..---------------- 19 30, 31 , 33, 35, 36, 37, 38, 39, 40, 
41, 43, 44, 45, 46, 47, 48, 49, 
50, 51. 
TAGS) ee eae ae te ree aa gt A ee 22 


TABLE 18c.—RHYTHM (METER) OF DRUM 


ps Bes Serial Nos. of songs 
Beith Hopes UtaAccenbedss pase saciies apie tae caine sin sie «sie sr=isiarr sielge 7 | 30, 31, 32, 33, 42, 48, 50. 
Quarternotes unaccented . —.- -.--.--- see. one ne eee eee ee "8 | 39,40, 42, 43, 44, 45, 49, 51. 
Each beat preceded by an unaccented beat corresponding to 
PHC COUNT OLA PIObs se— soci. se adew lhe vseSe dames tbe em 5 | 36, 37, 38, 46, 47. 
Drum Not recorded. .. 2. .- .- --<a6 = = 6 + ew ea se ae we ieee eo ates 2'| 34, 35. 
ENE) Bao GAR oh pees 7d BREE neh saris ous oN eirabc. aaa 22 


TABLE 19c.—RHYTHMIC UNIT OF SONG 


abe Serial Nos. of songs 
Songs containing— 
IND inh yd aati WALES ete snl te a ane ce wie eee os es 5 | 30, 35, 39, 41, 44. 
Onerhythmic unit. .-...-- cep One Cages Parra ece . 12 | 31, 32, 33, 34, 38, 40, 42, 43, 45, 
: 46, 48,49.  ¢ 
Tworhythmic units. .....---.-------+----+-+-+---+++----+- 3 | 36, 37, 51. 
Threerhythmic units. -.-...------------.-+--+-+---+--++---+- 2 | 47, 50. 
POG Gates asst pinto lately <(asaiainie aeyarals = sre -ibis<'= fs ola Sirdnins 22 
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SociaL Dance Sones—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 20c.—TIME UNIT OF VOICE (AT BEGINNING OF SONG) 


Number 


of songs Serial Nos. of songs 


Metronome— 


0 0 tf 
on ee 


30, 34, 40. 
33, 36, 37, 38. 


i 
a 


31, 42, 44, 45, 47. 
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TABLE 21c.—TIME UNIT OF DRUM 


Number 


of songs Serial Nos. of songs 


Metronome— 


41. 
39. 

30, 40. 

36, 37, 38. 

48. 

33, 46. 

50. 

32. 

31, 44, 45, 47. 
43. 

42, 49. 

51. 

34, 35. 
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TABLE 22c.-COMPARISON OF TIME UNIT OF VOICE AND DRUM 


Number 


of songs Serial Nos. of songs 


Time unit of voice and drum the same..........-.........-.-.-- 18 | 30, 31, 32, 36, 37, 38, 39, 40, 41, 


Voice slower than drum 
Drum not recorded..... 


43, 44, 45, 46, 47, 48, 49, 50, 
bl. 

eR 3) ee EE RHE RS eg on 2 | 33, 42. 

Re ae tne pnt Pe Wee ne Sa 2 | 34, 35. 
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TREATMENT OF THE SICK 


Two native methods of treating the sick were in use among the 
Utes at the time this material was in preparation (1914-1916). In 
both these methods ‘there was a dependence on supernatural aid, 
but in one method no material means were employed, while in the 
other method it was customary to administer herbs or other reme- 
dies. These two methods were also used by the Chippewa and 
Sioux,” and following the precedent of those volumes the term 
“medicine man”’ will be used to designate the person who depended 
entirely upon supernatural means and the term “doctor” to desig- 
nate the person administering herbs. The following section com- 
prises information given by Pa’gits (pl. 10, ¢), arepresentative of the 
first-named method, and Mrs. Washington, a representative of the 
second. Pa’gits explained the distinction between the two methods 
by saying that a medicine man, when treating a sick person, pro- 
ceeded according to directions from his supernatural adviser, given 
him at the time, while a doctor, under similar circumstances, stated 
first the authority by which he practiced his profession, describing a 
long-past vision, usually of a bird or animal. He said that medicine 
men did not buy songs of each other, as every medicine man pos- 
sessed the ability to secure songs in a supernatural manner. Doc- 
tors, on the other hand, were accustomed to buy and sell songs, the 
older doctors frequently transferring songs to younger men. A good 
remedy was worth a horse, this price including the herb, the history 
of its medicinal use, and the song without which it would not be 
effective. 

Pa/gitS, whose material will first be presented, said that he was 
entirely independent of material means, not even using a rattle or 
wearing amulets or ‘‘charms’’ when treating the sick. He said that 
after seeing and questioning a sick person he could tell whether he 
could cure him. On being asked whether he ever began the treat- 
ment of a case concerning which he felt uncertain, he replied without 
hesitation that he never did so, saying, “ We believe that if a doctor 
begins on a case which he is not sure he can cure he will certainly 
fail.’’ Continuing, he said, ‘I always tell the person that he will 
get well because I know it is true;’’ also, ‘If the sick person does not 
think I can cure him I do not talk about it; I just cure him and 
prove it.”’ ” 

Concerning the source of his power, Pa’gitS said that he treated 
the sick under the tutelage of a “little green man”’ and that numerous 


20 Bull. 45, Bur. Amer. Ethn., pp. 119-124; Bull. 61, Bur. Amer. Ethn., pp. 244-278. 

21 These statements are given in the words of the interpreter. Care was taken that the form of a question 
did not suggest a possible answer, there being no desire to demonstrate the existence of mental treatment 
among Indians, 
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other medicine men were under the same guidance, there being many 
of the little green men. He first saw the little green man when he 
was a boy of about 12 years and has seen him at intervals ever since. 
The songs used in his treatment of the sick were, however, received 
by him about three years previous to giving this information. At 
that time he was in the mountains and fell asleep. He then heard 
the little green man singing these songs and learned them in this 
manner. He said that when a man hears a song in a dream he sings | 
aloud in his sleep and remembers the song after he wakes. (See 
. 60.) 

. Describing the “little green man,” Pa’gitS indicated his height as 
about 2 feet, saying he was green from head to foot and carried a 
bow and arrows. In disposition he was ‘‘good to those he liked,” 
and especially favored medicine men. He could hear those who. 
spoke unkindly of him and “shot his arrow” into:them. These 
“arrows” were removed by the medicine men, who were paid for the 
treatment. 

Pa’gits said that the little green man “‘came around only at night.” 
If Pa’gits wished to talk with the little green man he sat outdoors in 
the early morning before sunrise. He sat facing the east and smoked. 
No ceremonial act was connected with this and he had no drum or 
rattle, neither did he sing. Sometimes it was not even necessary for 
him to smoke in order to talk with the little green man. If he wished 
to make a present to the little green man he left it beside the “hole” 
which was the door of his dwelling. He was not obliged to give him 
a present after each successful treatment of the sick, but once in 
a while he gave him a handkerchief or other small gift. 

The abodes of the little green men were said to look like little 
chimneys and to be scattered through the mountains or any unsettled 
country. Those who pass such a dwelling and recognize it always 
throw a little branch of cedar or some other offering in front of it so 
the little man will not be angry with them. Tradition says that one 
night some white people filled the door of a little green man’s house 
with stones, but in the morning all the stones had been removed. 
Pa’gits said: ‘The little man makes a fire at night, and you can see 
a little light. In the early morning you can see smoke coming out 
of his house.” : 

Those who summoned Pa’gits to treat a sick person brought with 
them a stick about 18 inches long, painted green and forked at the 
end. This was his particular token and he made one for the writer. 
When he reached the abode of the sick person he was directed by the 
little green man as to what he should do. He always questioned 
the sick person about what he had been doing, with a view to ascer- 
taining the cause of his distress. It might be due to a physical 
ailment, or (what was an entirely different matter) his distress might 
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be due to “poisoning.” Thus it was said that “a person who had a 
bad plant could put it in a man’s footprints and poison him.” In 
that case it was the duty of the medicine man to learn who had poi- 
soned his patient and to counteract it. Thus he would say to the 
sick man: ‘I dreamed so and so, and I know who or what has poisoned 
you.” Pa’gits said that Pipotchoat his treatments the little green 
man stayed outside the tent, and he could see him and hear what. ~ 
he said, every phase of the treatment being according to his direction. 

Nine ‘medicine songs’? were recorded by Pa’git&’, who said that 
he sang them all when treating the sick. The relatives of those 
whom he frequently treated had learned these songs and sang them 
with him, continuing their singing when the method of treatment 
required that he place his head against the body of the patient. 
Pa’gits’ “specialty”? was the treatment of acute pain, and he said 
that he could cure pain in any part of the body. He said that he 
took from the patient’s body a ‘‘strange something,” sucking it out 
through the skin. Then he took it from his mouth, held it in his 
hand, and showed it to all the people, after which he put it again in 
his mouth. <Assoon as this substance was removed from the patient’s 
body he began to recover. Sometimes this substance is one of the 
little green man’s arrows which he has shot into the person’s body. 
In shape this “strange something” was said to be “like a carrot”’ and 
1 or 2 inches inlength. Incolor it was red, like blood, and in texture 
it was not unlike a fingernail. The “arrows” were always of the same 
kind, differing only in size. Pa/’gitS said that he usually had to sing five 
times before he could extract this cause of the pain from his patient’s 
body. He sings five times in one evening, cures the patient, and 
receives “about five or six dollars” as compensation. When he has 
sung for some time he says to the people around him, “Sing harder, 
sing harder; I am going to take out what causes the pain.” Ina 
few moments he has it in his hand and shows it to them all.” 

In describing the treatment of general cases by medicine men, 
Pa’git’ said that it often took two or three weeks to cure a sick 
person, the medicine man singing at first every evening and then 
less often as the condition of the patient improved. Sometimes he 
sang two hours at a time, and if the person were very ill the medicine 
man would continue his singing until daylight. ‘If the medicine 
men are afraid a person will die, they pray and talk a great deal to 
his spirit.” 

The second group of songs in this section were recorded by a 
woman known as Mrs. Washington, who considered that she treated 


_ 2 Fred Mart, the writer’s interpreter, stated that he once saw a treatment similar to that described by - 
Pa’gitS and saw the substance apparently removed from the person’s body. It was red, about an inch 
long, and shaped like an arrow point. 
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the sick by the aid of Fypscuntarel power but who gave herb medi- 
cines in connection with the treatment. She said that she usually 
sang these songs when the sun was at a height corresponding to 
soul 10 o telooks in the morning. The special efficacy of her songs 
was said to consist in their power to cqunteract an evil influence 
produced by some other person. 

Mrs. Washington had been treating the sick for about four years 
prior to the recording of her songs and said that “a spirit” told her 
what to do. This sprit was represented by an eagle. In summon- 
ing her to treat a sick person, the messenger formerly brought a tail 
feather of an eagle, but recently she had required that he bring a 
downy white eagle -feather, as she believed that her power was 
increased by this feather. If she were not at home, the messenger 
left the feather, on which there was no mark of any kind. Her 
friends told her who required her services and when she received 
the message she went at once to the sick person, taking with her 
the feather which had accompanied the request. She also held this 
feather in her hand during the treatment. Arrived at the home of 
the sick person, she ‘‘prayed to the eagle” before beginning her 
treatment, which was described as follows: The sick person was 
placed in a reclining position and she sat beside him, placing her 
forehead against that portion of his body where pain was felt. Some- 
times she took earth and rubbed it on the patient’s body, ‘working 
downward toward the feet.’’ This earth was not prepared in any 
way but was used ‘‘just as it was picked up.” During this treat- 
ment she sang the six recorded songs in the order in which they are 
herewith presented. If the patient were very ill, she used a plant. 
which she obtained from the Shoshoni, but she valued this so highly 
that she used it only for those who were closely related to her. She 
stated that by means of this plant she once cured her daughter, 
who was almost in a dying condition. No specimen of the plant 
was available for identification, but the woman stated that she used 
the root in powdered form and also had ‘‘three little round red 
things,”’ which were part of the plant. These were said to resemble 
a walnut but were smoother than a walnut and red in color. They 
were pierced with a hole so that they resembled large beads. The 
sick person was required to place one of these in’ his mouth and 
“draw air through the hole.’ This was used With all her medicinal 
herbs. The roots of various herbs were used by her in her treatment. 
These roots were powdered and prepared with water, the mixture. 
being administered by dipping a “‘little stick” in it and applying 
the stick to the patient’s tongue. As she gave the herb medicine 
she ‘‘prayed to the eagle.’’ She said that when this treatment was 
administered the patient was sure to recover. 
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CHARACTERISTICS OF SONGS 


In the tabulated analysis of these songs (p. 141) we note that two- 
thirds are major in tonality—a characteristic which is commonly 
associated with cheerfulness. The upward tendency of the melodies 
is shown by the fact that only two of the songs begin on an interval 
higher than the fifth, and yet 13 of the songs have a compass of 
more than five tones. This compass could only be attained by an 
ascent above the initial tone. This is a contrast to a large propor- 
tion of songs analyzed in which the first tone is the highest occurring 
in the melody. The melodic material is scanty. Eleven of the 15 
songs contain four or less scale-degrees, three are on a five-toned 
scale, and one contains the octave complete except the sixth and - 
seventh. None of the songs are harmonic in structure and a large 
majority are purely melodic. Two-thirds of the songs begin with 
an upward progression, and 60 per cent of the entire number of 
intervals are ascending intervals. The average interval contains 2.9 
semitones. This is also the average interval in the songs of the 
Chippewa Mide’, whose fundamental idea is somewhat parallel to 
that represented by these songs. As stated in a previous work 
(Bull. 45, p. 13), “the Mide’ (Grand Medicine) is the native religion 
of the Chippewa * * *. Its chief aim is to secure health and 
long life to its adherents, and music forms an essential part of every 
means used to that end.”’ Also (p. 20), ‘The power of the Mide’ is 
exerted through a combination of two mediums, music and medicine.” 

Observing the rhythmic characteristics of this group, we find that 
four-fifths of the songs begin with an upward interval and contain a 
2-4 division in the first measure. This occurred aiso in 42 per cent 
of the Chippewa Mide’ songs and in 55 per cent of the Sioux songs 
used in treating the sick. (Cf. in this connection Bull. 53, p. 10.) 
All the songs contain a change of time. This occurs in all but one 
of the similar songs and in about three-fourths of the Mide’ songs. 
Fourteen of these songs have one or more rhythmic units, all buy 
one of the Sioux songs containing such units and 87 per cent of the 
Mide’ songs having the same peculiarity. These songs were sung 
slower than similar songs among the other tribes mentioned. 

Summary.—From these comparisons it is found that songs used in 
the treatment of the sick among the three tribes analyzed have more 
resemblance to each other than to other groups of songs, suggesting 
a correspondence between the content of the song and the form of 
its musical expression. 
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No. 52. Song used in treatment of sick (a) 


(Catalogue No. 711) 
Recorded by Stvcer No. 11 
o=38 
Drum not recorded 
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No. 53. Song used in treatment of sick (b) 
(Catalogue No. 712) 


Recorded by Sineur No. 11 
e= 58 


Drum es recorded 


Seti aaa eee aaa aaa, 
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SS 


No. 54. Song used in treatment of sick (c) 


(Catalogue No. 713) 
Recorded by Stncxr No. 11 


e — 76 
Drum not recorded 
| Rais Loe AGE C2 Pee, ee es 


Sie ear ee eee ares Ser 
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No. 55. Song used in treatment of sick (d) 


(Catalogue No. 714) 
Recorded by SinceEr No. 11 


= 58 


Drum not recorded 
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No. 56. Song used in treatment of sick (e) 


: (Catalogue No. 715) 
Recorded by Sinaer No. 11 


a6 


opie : 2rgt gi-tinye 
pipe ie ager SEH 


No. 57. Song used in treatment of sick (f) 
(Catalogue No. 716) 


Recorded by Srvcer No. 11 
g= 58 


Drum not recorded ss 


ee 
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No. 58. Song used in treatment of sick (g) 
(Catalogue No. 717) 


Recorded by S1inaEr No. 11 


6=58 
Drum not recorded 


a es gee cee ee eee 
Bisse eae aces eee 


No. 59. Song used in treatment of sick (h) 
(Catalogue No. 718) 


Recorded by Stvcer No. 11 


d= 58 
Drum not recorded 
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No. 60. Song used in treatment of sick (i) 
(Catalogue No. 719) 
Recorded by SineER No. 11 
= 63 
Drum not recorded 
o- 
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SONGS NOS, 52-60 


Analysis.—These songs were repeated with less accuracy than any | 


“ec 


previously recorded by the writer, yet they differ from the “rudi- 
mentary songs’’ (pp. 200-205) in that each song, as transcribed, was 
found to occur at least twice on the phonograph cylinder. Each of 
these songs has a definite beginning and ending, the remainder of 
the cylinder containing melodic and rhythmic phrases which resemble 
but do not duplicate those of the song. It can scarcely be stated 
with positiveness whether these performances represent songs which 
are only partially separated from the thematic material of which 
they are made (see analysis of rudimentary songs) or are an inten- 
tional ‘‘breaking up’’ of composed songs. That the latter is a correct 
inference is suggested by three observations: (1) These songs were 
the personal property of the singer, and it would not be to his interest 
to repeat them so accurately that others could learn them. (2) The 
singer was a medicine man, and with the element of mystery sur- 
rounding his performance it would suit his purpose to present an 
“identity with variety” in his songs. He said the people ‘‘sang 
with him.” As each song has an easily learned unit of rhythm, it 
would be quite possible for him to lead the people through a succes- 
sion of simple melodic progressions, depending chiefly on the recurrent 
rhythm for their interest. (3) The personal equation of the singer 
should be taken into account. The man who recorded these songs 
was a comparatively young man, well built, keen-eyed, and appar- 
ently master of himself. The rudimentary songs were recorded by 
aged women. 


Poe ee 


z 
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It is interesting to note in this connection the pitch of these phono- 
graph records. The uniformity of pitch in successive songs suggests 
mental concentration and among musicians of the white race would 
be considered an evidence of musical ability. Consideration should 
also be given to the fact that the interpreter used the word ‘“song”’ 
in reference to these, suggesting that to his mind they had an identity. 
_ The rudimentary songs were interpreted by a different person, but 
the word “song”? was modified, the interpreter saying ‘They sing 
this way when they tell stories.”’ 

As a melodic peculiarity of these songs we note the sequence of 
“keys’’ in the musicians’ use of that term. (See tabulated state- 
ment below.) It may seem anomalous to apply the term ‘“key”’ to 
these songs, as in almost half of them the third above the (apparent) 
keynote does notoccur. However, by applying this broad test, we find 
what appears to be a connection between the idea of these songs and 
their melodic content. The idea underlying the songs was a desire 
that a sick person should recover, and in the sequence of tone material 

or “keys,” we find an effect of uncertainty followed by an effect of 
confidence and rejoicing. The singer’s intonation was fairly accurate 
throughout the songs, especially on what may be termed the bound- 
aries of the melody. Thus B flat, which is the opening tone of the 
first six songs (Nos. 52-57), was unmistakable; also F and E flat, 
occurring later in the songs; while the B natural in the last three 
songs was given with similar distinctness. The tone material of the 
songs is as follows: 


Degrees of 
No. of | Keynote tak als 
none occurring 
in song 
52) sh hati- 2: | A253, 6y6.2 
sie eet: Poe Stee he ae 
DA Nise t AO 2 asermrn| 12,0510 
50 4 -B at aos 1,2,5,6. 
AY alba koe Sees Me LSA cl os 
Gy Es panto Cole Seer 1,2, 5,6. 
UCI EBs lo age rhe 1,,2;3,5. 
Oa es OSes ene 1,2,3,5, 6. 
GOs adress) 1125350,6: 


1 Fourth five-toned scale. 


Since we are accustomed to hearing tuned instruments, the effect 
of this sequence of tone material can probably be noted most clearly 
by playing the tones on a piano. This will be the more evident if 
the chords of E flat, B flat, and G major are sounded before the single 
tones used in the melody are played. The singer said that at a cer- 
tain point in his performance he told the people to “sing harder,” as 


he was about to extract the cause of the pain. It appears possible 
that this may have occurred at about the seventh song (No. 58). 

In two-thirds of this group of songs the first progression is upward, 
and in a similar number the song begins on the accented portion of the 
measure, both of these features suggesting confidence. The melodic 


progressions consist chiefly of fourths and major seconds. It has been 


frequently noted in Sioux and Chippewa songs that the interval of a 
fourth characterizes songs concerning motion. It is a progression of 
freedom, and does not suggest the feeling of certainty which charac- 
terizes the perfect fifth or the major third. We note that the fourth 
occurs 58 times in these songs, while the perfect fifth occurs but once. 
The fourth constitutes 19 per cent of the entire number of intervals 
and the major second constitutes 66 per Gent. (See No. 24.) The 
latter interval is seldom used as a passing tone, but alternates with 
the tone below it in a manner which is without melodic importance. 
The major third occurs only in Nos. 52, 54, and 60, and constitutes 
about 4 per cent of the intervals. The songs are freely melodic in 
structure. 

Turning to the rhythm of the songs, we find that with one excep- 
tion the songs contain a rhythmic unit, and that there is a greater 
variety in the rhythmic units than in the melodic form of the songs. 
Except in No. 60 the rhythmic unit occurs only twice in a melody, 
but portions of it appear throughout the song, indicating that this 
phrase has a constructive influence on the form of the entire song. 


No. 61. Song used in treatment of sick (j) 
(Catalogue No. 752) 
Recorded by Sinaer No. 25 
e—58 
Drum not recorded 
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No. 62. Song used in treatment of sick (ik) 


; (Catalogue No. 753) 
Recorded by Stnczur No. 25 
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No. 63. Song used in treatment of sick (1) 
(Catalogue No. 754) 
Recorded by Stncer No. 25 


g—58 
Drum not recorded 
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No. 64. Song used in treatment of sick (m) 


(Catalogue No. 755) 
Recorded by Stncer No. 25 


¢=92 
Drum not recorded 
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No. 65. Song used in treatment of sick (n) 
(Catalogue No. 756) 


Recorded by SincEr No, 25 


VoIce g= 88 
Drum not recorded 
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No. 66. Song used in treatment of sick (0) 


(Catalogue No. 757) 
Recorded by Stncrer No. 25 
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SONGS NOS. 61—66 


Analysis.—These songs will be analyzed collectively, since, like 
the preceding group, they are the property of an individual and all 
pertain to one subject. In the preceding group a majority of the 
songs are major in tonality and begin with an upward progression. 
In this group of six songs five are major in tonality and four begin 
with an ascending interval. The keynote is the final tone in all 
the songs. Five begin with a 2-4 measure-division, a peculiarity 
which occurred in seven of the nine songs in the previous group 
recorded by Pa’gits’. None are harmonic in structure, though in 
four songs there is an evident harmonic feeling. It is interesting to 
note that the first three songs are in tempo J=58, which was the 
tempo of two-thirds of Pa’gits’s songs. These, like his, are char- 
acterized by the interval of a fourth and a major second, about 17 
per cent of the intervals being fourths and 60 per cent being major 
seconds. As these intervals do not characterize the entire material 
analyzed by the writer, it is interesting to find them in both groups 
of songs used in treating the sick. The interval of a fourth, as fre- 
quently stated, has been-found to characterize songs concerning 
motion, and the major second is usually a passing tone. In these 
two songs it occurs most commonly as an ascending followed by a 
descending progression. 

A rhythmic unit occurs in all the songs recorded by this singer 
and was present in all but one of the songs recorded by Pa’gits. In 
the first three of the present group (Nos. 61-63) the rhythmic unit is 
characterized by a count-division of two eighth notes, this being the 
only count-division in the unit of No. 61. In Nos. 64 and 65 we 
find a unit comprising two quarter notes followed by a half note, 
but in No. 65 there is a second unit having a slightly different count- 
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division. No. 66, however, returns to the even eighth note division, — 
the unit being twice as long as in No. 61 but otherwise the same. 
This peculiarity gives a rhythmic unity to the entire group. 

The sequence of keys, which gave a certain melodic unity to the 
songs recorded by Pa’git’, does not appear in this group, the keys 
of which are in_the following order: D flat major, B flat minor, 
C major (two songs), and B flat major (two songs). A peculiarity 
of Nos. 61, 64, and 65 is that.the singer changed from a moderate to 
a fortissimo voice after singing the first few measures. This 
peculiarity has not previously been noted by the writer. 


Piors or Sones Usep IN TREATMENT OF THE SICK 
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No. 64, 
Fia. 12.—Plots, Group 10 (Treatment of sick) 
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The plots of this class of songs among the Ute do not show the 
emphasis on the lowest tone which prevailed in similar songs among 
the Sioux. (See Bull. 61, p. 283.) 

Considering first the songs recorded by Pa’gitS (singer No. 11), 
we find Nos. 52-55 to be singularly uniform in type, characterized 
by a downward trend, with only one or two ascending progressions. 
This uniformity suggests steadiness and control. In Nos. 59 and 60 
the outline changes to larger progressions and an evident emphasis 
on the lowest tone. It will be recalled that Nos. 59 and 60 were 
sung after the sick person had been somewhat restored by the action 
of the medicine man. 

Throughout the plots of the songs recorded by Mrs. Washington 
(singer No. 25) there appears a resemblance, but the outlines them- 
selves are not of a decided type. The range is much wider than in 
the songs recorded by Pa’gitS and the lowest tone is used more 
frequently as an accented tone. Four of her songs (two-thirds of 
the number) begin with an ascending progression. 


Sones Usep In TREATMENT OF SICK 


MELODIC ANALYSIS 


TABLE 1D.—TONALITY 


Number ‘ 
of songs Serial Nos. of songs 
WMO IMHONALIE i 4c oer roe st oe cee aed ron Se tana 10 | 52, 54,58, 59, 60, 61, 63,64, 65,66. 
MIPROMT ODOM GW etktn mene Caen << <6 clic sis Sakiss as ece oe poe See cae 1} 62. 
Pradtacking  t.2ew 8 Soe Se. 2 stack Ss csene Be Se A RTS 4 | 58, 55, 56, 57. 
ERO UBIO cto ie Mel acsinte crete ais ale ela see ee bin oS mies Rusine le re 15 


» TABLE 2pD.—FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE 


sees Serial Nos. of songs 
Beginning on the— 

OCEAN Oni en er enc etiasoen tae a owls ewe ose wenemse mess cd osesee 1 | 66. 

SEU MN ees te ielore Pen Sain. Ct cet mae wee oh Jasin Ta enrap 1 | 60. 

TRIIT pics oes RB AR at ERP pe a ea a 8 | 52, 53, 54, 59, 61, 63, 64, 65. 
SORA ER re Ne Nee ie aw att aia ema ew ae cleltsiee rig sam n= 1 | 62. 

POON aratte ote ete acta io is iia wos ie minds = ete is) Pale= = <i Sisiminl= sic 1 | 58. 

RGN OUR Anes Bday iors AOS ORE SOAS: BEDGU BORO SEE RATTOeee 3 | 55, 56, 57. 
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Sones Usep In TREATMENT OF SicK—Continued 


MELODIC ANALYSIS—continued 
TABLD 3D.-LAST NOTE OF SONG—ITS RELATION TO KEYNOTE 


x 


Number 
of songs 


Serial Nos. of songs. 


Ending on the— 


7 
8 


15 


52, 53, 55, 56, 57, 58, 59. 
54, 60, 61, 62, 63, 64, 65, 66. 


TABLE 4D.—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG 


Number so] 
of songs Serial Nos. ofsongs — 
Songs in which final t one is lowest tone in Song........-.-------- 12 | 52, 53, 54, 55, 56, 57, 58, 59, 60, 
7 62, 65, 66. 
Songs containing a fourth below the final tone..............-:--- 3 | 61, 63, 64. 
MMOD ARAEE Ses cts cater aaa Raw sharers Aachen siattacie: si aeler ie 15 


TABLE 5D.—_NUMBER OF TONES COMPRISING COMPASS OF SONG 


Number A 
of songs Serial Nos. of songs 
Compass of— 
IRODVONCS Fac ec emesis Pee eee e eee eee ae semen seem 2 | 64, 65. 
INTO OCR A Bee Bec aote sa desisoe DEES oe ACNGE ABE dapeeone She | 1 | 52. 
Bight bONeS yt eset os See eee ers ec eae 5 | 53, 61, 62, 63,66.  - 
Pixel OMGS sc ere ouee esc nact f Cee ee oye te Oe 5 | 55, 57, 58, 59, 60. 
FivelOneS so: ec a oe Jelssin terete sass wok Nee ee we eiowemee eee 2 | 54, 56. 
DOUG) a tartan sare wis Paials alee aoe cn ote Re Sets Charon oes Sa ee ae 15 


TABLE 6D.—TONE MATERIAL 


Number pee 
of songs Serial Nos. of songs 
Hourth five-toned Scale:.s. sascet cee s cr sp eee ses sees cmeeaeeene 3 | 52, 59, 60. 
Major: triad:and Second 2225) wememcae oo ceisenls a daaae as ecinis soterats 6 | 54, 58, 61, 64, 65, 66. 
Minor triad and fourth 1 | 62. 
Octave complete except seventh and sixth........-.........-.-. 1 | 63. 
First, second,-and fifth:tones- 5.5. 22s... ac yn eee ss pene ene 1 | 53. 
Hirst,.sécond, fifth, and sixth tones... 2. .......-ceneeesccsctece 3 | 55, 56, 57. 
Obl Se aaceies coe se 2s SOee eerie se temo Cn emee ets 15 


TABLE 7D.—ACCIDENTALS 


Number 
of songs 


Songs containing no accidentals 


15 


Serial Nos. of songs 


{ 
4 
i 

3 

L 

A 
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Sones Usep in TREATMENT oF Sick—Continued 


MELODIC ANALYSIS—continued 


TABLE 8D.—STRUCTURE 


ines Serial Nos. of songs 
IN CTR STROE A SS ie eS eR es i nae ee oe Se 11 | 52, 53, 54, 55, 56, 57, 58, 59, 60, 


MOLARS she see ee eet eee, Bas OU ain Seen cok Gat 15 


62, 65. 
61, 63, 64, 66. 


TABLE 9D.—FIRST PROGRESSION—DOWNWARD AND UPWARD 


Number A 
of songs Serial Nos. of songs 
LUDYOR WEENIE 0 rs Arges Re ata ee Se 5 | 53, 54, 60, 63, 66. 
WP WAT Cee cn Se Saena< ae oe datas eseseake en ee ese na gese cer caeeee 10 | 52, 55, 56, 57, 58, 59, 61, 62, 
64, 65. 
PROUD aires sh cre San erates SPE SSE Sin a ols Sadicfne Sou ae mane 15 
) 


TABLE 100._TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


Serial Nos. of songs. 


Number 

of songs. 

OWT Warder eee eae c arse emacs -riaciece tee etoe scaled 209 
RpranGhe = aoiaene ons emt age oa ce cee cet eho ein memnthn 151 
TNE phan ene ka rhies Si and Sie AOR etree tae 360 


TABLE 11ID.—_INTERVALS IN DOWNWARD PROGRESSION 


Number Pete 3 
of songs Serial No. of songs 
Interval of a- - 
NMEOL GURU Eute ts teeta s cae han sea ee beer arcek ones ee eee 2 
La idite ee Sea ie er yee Soe eget ee Mae) oie, ee ae 1 
OME Nae = Soe od eet ee nee age ae vise ein et aaa s we iotaan = 40 
IMESOT GOING = eee retorts oe are tela ie one terete en es = 9 
PVRINRORUIDERGL ore So ote treet ea re Racial eels eae alia nots shore 29 
THES ONCE (60) 08 Seat ae reaeet a: HOE na Mene a ee see ieeaeoeoneaan 127 
PRTiRA OTR OC OM pe, ae ah aletore idicrscs mynteie slayer etelnisineis sep Macs gatas har 1 
TA RS SO, < Gps on SI Se OO pega As aE 209 
€ 


= pe 
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Sones Usrep in TREATMENT OF Sick—Continued 


MELODIC ANALYSIS—continued 


TABLE 12p._INTERVALS IN UPWARD PROGRESSION 


: | eae Serial Nos. of songs 
Interval of a— 

Major sixth Red 2 
Minor sixth 3 
RERET SS csc che octets ais Satate a eo ial ae ee ese ot claremie near as 9 
ROCESS © 2.20 See eine tC SE Sa ais STS tro Sse ees 22 
Maj ont hind!. <.. Scie samira ee clon are nie ont taee oilers aero 9 
Minor third 2. co =: sases ge rei sees oe tees saree es arte 13 
Majorseconds. ..c2Gict ceeee- wigenc eae ieee Sanaa ss sales 92 
IMITIO’ SOCORC coe sor = cise Se ctinis ies eater aeyosbeg esac tac 1 

MN OGRE eos Sates, oe St ees se hoe ee ae nate rere 151 


TABLE 13p.—AVERAGE NUMBER OF SEMITONES IN AN INTERVAL 


‘Total numberof inter Vales saacnecisee = oeiesais= se Peete ese acinar ines eee seee ee oe = eee 360 
Motalnamberorsemitones a <2. pmots cece Be cemecle te 2a ae ee ees Sac ge eae teres dee eee Sees 1, 076 
‘Average number of/semitones invansintervale. o.oo... sem cece Se ems cei Had wn owen smo alleen 2.9 


TABLE 140.—KEY 


Number 


of songs Serial Nos. of songs 


Key of— 
SSL AAAI OT nS oie .e10 orem cw cise cise s aaoiels aaisinciaee he Newnes lepine 
BS SHAG MANITNOLE, 02 => sng x aoe te tele, tps teia Oe att ae Gants ere re 


65, 66. 

62. 

63, 64. 

61. 

52, 54. 

58, 59, 60. 
52, 55, 56, 57. 


BePwWdN Re NK 


RHYTHMIC ANALYSIS 


TABLE 15p.-PART OF MEASURE ON WHICH SONG BEGINS 


pied Serial Nos. of songs 
Beginning on unaccented part of measure...............-.--...-- 3 | 52, 54, 59. 
Beginning on accented part of measure..................-..----- 12 | 53, 55, 56, 57, 58, 60, 61, 62, 63, 


64, 65, 66. 


BOE SG Ont Doe oO ance SO IIe Icon aes Sea asecnee 15 
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Sones Usep 1n TREATMENT oF S1c0K—Continued 


RHYTHMIC ANALYSIS—-continued 


TABLE 16p.—RHYTHM (METER) OF FIRST MEASURE 


ene Serial Nos. of songs 
SSE Ee 
First measure in— 
PEL Ne ee ee See SN oe Beppe mete ee 12 | 52, 54, 55, 56, 58, 59, 60, 61, 62, 
4 64, 65, 66. 
RAUL se ew Sarva cic ee ha nine tene cic ca neica te ease eeu eneae 3 | 52, 53, 57, 
ROUALSE ere eet uncle Se clus cases Pere scocdete mec eesndewceten 15 


TABLE 177.—CHANGE OF TIME, MEASURE-LENGTHS 


ees Serial Nos. of songs 
- ee ee 
Songs containing a change of time .............-22..-2-eeeeeeeeee 15 


TABLE 18D.—_RHYTHM (METER) OF DRUM 


Number 


1 uy 
of songs Serial Nos. of songs 


TUM NOU TOCORUOG Ssee on. oa teencchebeus noted moe cacccve-ceseteee 15 


TABLE 19p.—_RHYTHMIC UNIT OF SONG 


Number : 
of songs Serial Nos. of songs 
Songs containing— 
Norhythmic unit... .-.-.-22.-.-200000- 0-0 cce econ nee enee 1 | 53. 
EArpbivt Hniorinl bike sate seen drains hs Se sees ewok eke oe 12 | 52,54, 55, 56, 57, 58, 59, 60, 61, 
63, 64, 66. 
FENG EY GUT ENES — Siie ci na eiaeistecieam case palo sesioneapises esac 2 | 62, 65. 
ME Oba Sete oti nn Rowe eee epee eee tein <ns sata s eisiap elo 15 


TABLE 20D.—TIME UNIT OF VOICE 


Number F 
/ of songs Serial Nos. of songs 

Metronome— . 

58. ne wad Ane e osu dinwiaie ss e's stule's's ai'eisinisix stare 9 | 52, 53, 55, 57, 58, 59, 60, 62, 63. 

Gioeeins s beenickic Se ctacoesnecees sc suueeecte eesbassececcacises 1 | 60. 

Geet Pene eia et ria Se cicidin lain © a'stalsalstaiwimsis «ruled pieiclew sieiaiauiv'nia alone 1 | 66. 

FO eee ee erere sae os eae aac once seco veer aacasmemans seas 2 | 54, 56. 

BS aie are eect ch ta ban anne Seciadeelaesincielsiasapesinevia'cs sneces 1 | 65. 

Qo Fee ares tees aeeeeecckion sass asicsincenc'sjesesicvememvidte succes == 1 | 64. 

FOL ANGE e aa Se ates temic ota aa ais eiscre stow heeinaieSamsicinsio some 15 
25043°—22——_10 
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Sonas Usrep In TREATMENT OF S1cK—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 21D.—TIME UNIT OF DRUM 


Number . 
of songs Serial Nos. of songs 
= 
Drum notirecorded -: a0 = d-< seeoretecectcces ee ee rae ee 15, vse 


TABLE 22p.—COMPARISON ,OF TIME UNIT OF VOICE AND DRUM 


Number 


of songs Serial Nos. of songs 


Drum not recorded....-. alee ede tas necwes cas dese sties Sogo tees 15 


WAR SONGS 


While the general customs of war do not differ materially among 
Indian tribes, there are distinctive points in the customs of the several 
tribes that are of interest. Among the Utes, for instance, is noted 
the ‘‘washing of the wounded,” and also a dancing in two circles, 
one within the other, when the scalps are carried in victory. 

Several aged warriors of the Ute recorded war songs, but recalled 
them with difficulty, as the Utes have not been at war with another 
tribe for many years. Their former enemies were said to have been 
the Sioux and Arapaho, one purpose in war being the capture of 
horses from these tribes. 


CHARACTERISTICS OF SONGS 


A majority of the Sioux and Chippewa war songs were found to be 
minor in tonality, but 69 per cent of the Ute war songs are major in 
tonality. Firmness and directness are further shown by the ending of 
the same percentage on the keynote and the beginning of 56 per cent 
on the octave. Kighty-seven per cent begin with a downward progres- 
sion. The melodic material is scanty, only about one-half the songs 
containing more than four degrees of the scale. The harmonic feeling 
is slight, only about 12 per cent being harmonic in structure. The ~ 
average interval is slightly smaller than in the Bear dance, yet the 
percentage of intervals larger than a major third is higher in the war 
songs than in the Bear dance, this percentage being 22 in the Bear 
dance and 25 in the war songs. This is due to the more frequent 
occurrence of the interval of a fifth in the war songs. The accom- 
panying instrument was a hand drum. 

With three exceptions these songs begin on the unaccented portion 
of the measure, this being in contrast to the directness of beginning 
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on the octave and ending on the keynote. There is a preference for 
2-4 time, and only one song contains no change of measure-lengths. 
The rhythmic character of the songs is evident, as, with one excep- 
tion, the songs contain one or more rhythmic units. 


Black Otter (To’patsuk, pl. 11, a) said that in the old days a man 
who wished to lead a war party requested that the people of his band 
be assembled at a certain place. When a camp had been established, 
the men who had been cn previous war expeditions went to the chief’s 
lodge and the chief announced the proposed undertaking. The men 
smoked and the chief explained the matter in detail. When Black 
Otter went to war the men rode on horses and used bows and arrows. 
He said the Utes formerly used stone arrow points, but that the men 
of his time had iron arrow points, the metal being obtained from the 
Mexicans and “shaped by rubbing with stone.’’ The Indians made 
drinking cups from the knots of trees and carried these cups with 
them on the warpath. The night before a war party left the village a 
dance was held, and the warriors paraded through the camp in their 
war paraphernalia. 

The followmg song was sung at the dance preceding the departure 
of a war party. In recording it Black Otter’s voice trembled. He 
was almost overcome by emotion, saying it brought so strongly to 
his mind the friends and associates of former years. 


No. 67. War Song (a) (Catalogue No. 759) 


Recorded by StncErR No. 1 


VoIcE = 126 


Drum _ 126 
Drum- geet similar to No. 20 


copper yg tp op te 
avesae = S Pee Pee Bebe 


= 25 Ss 


Breremaraaiza peezars ee 9-6 eis eee <s-{| 


Analysis.—This song is on the fourth five-toned scale with D flat 
as its keynote. In structure it is melodic with harmonic framework. 
The rhythmic unit comprises three measures. Attention is directed 
to the ninth, tenth, and eleventh measures, which bear a close resem- 
blance to the rhythmic unit, but were sung with a different accent 
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and phrasing. The half note in the ninth measure was sung as the 
close of the preceding phrase, the tenth measure was begun with an 
accent, and the eleventh measure given two quarter notes instead of 
one half note. This distinction was clearly given in all renditions of 
the song. 


* 


The singer stated that the following song was sung by a war party 
when leaving the camp: 


No. 68. War Song (b) (Catalogue No. 704) 
Recorded by StncER No. 9 


VoIcE Ales 84 
ete not recorded 


fete F 2 fife 2G 
pag pte = fp ey 


Analysis —This melody is simple in form, has a compass of an 
octave, and contains the tones of the fourth five-toned scale. It 
begins on the octave, and ends on the tonic, about two-thirds of 
the progressions being downward. In structure it is melodic. No 
rhythmic unit occurs and the song as a whole has not a decided 
rhythm. For other songs containing rests see No. 8. 


No. 69. War Song (c) (Catalogue No. 723) 
Recorded by SincEerR No. 16 
VOICE A == 60 


Drum jes 80 
Drum-rhythm similar to No. 18 
(1) 2 (1) 
apr re tee ee 
Eee =— = Saez: = 
) are es 
@ 


Bisa eae ieee es See 


ps seasas Leas =See 


5 alas 
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Analysis.—Several renditions of this song were recorded and show 
no material variation. This is interesting to note, as the two rhythmic 
units differ only in the division of the final count. The song is on the 
fourth five-toned scale and has a compass of an octave. The fourth 
is a prominent interval, comprising more than a fourth of the entire 
number of progressions. The association of this interval with songs 
concerning motion has been frequently noted. This song resembles 
the song next following so closely as to suggest an unintentional 
duplication. 

No. 70. War Song (d) | (Catalogue No. 792) 
Recorded by S1incEer No. 19 
Voice g—88 


Drum g= 80 
Drum-rhythm similar to No. 18 


— ae ee oe eer ae ee 

2 Se SS 
a, Stas Seal 
a 


Connective phrase 
j 
G— Bo : 


ee SS 


Analysis.—Between the renditions of this song there was sung a 
brief connective phrase which is represented in the transcription by 
two half notes, but which was sung with various divisions of the 
count. It is of interest as showing the manner in which the Utes 
frequently break the ascent of an octaye in repeating a song. This 
is contrasted with the customs of the Sioux and Chippewa, who fre- 
quently make the direct ascent of an octave or a twelfth in repeating a 
song. Songs having a connective phrase are noted in the analysis of 
No.7. This song is divided rhythmically into two parts, which are alike 
except for the fifth measure. It will be readily noted that no measure 
corresponding to this appears after the rhythmic units in the second 
portion of the song. Another slight difference is that the first part 
ends in 3-4 and the second in 2-4 time. The tempo of the drum was 

‘not strictly maintained, but was slightly slower than the voice 
_ throughout the renditions. The melody is on the fourth five-toned 
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scale, and about three-fourths of the intervals are descending progres- 
sions. 


One or more scouts, according to the size of the war party, were 
deployed to watch for the enemy. The following is a scout song and 
was said to have been sung by those who had been appointed to travel 
along a ridge of high land, probably parallel with the course taken by 
the war party. The scouts slept there, and as the sun rose they 
looked around but saw no trace of the enemy. The words are not 
transcribed, but were said to mean (freely translated) ‘There is no 
one near.” 


No. 71. Scout Song (Catalogue No. 724) 


Recorded by StvaEer No. 16 


Vorcr g—72 
Drum not recorded 
poe, 


sage t = Saal 
aS i Se sp 
pe eeemeers eaeere nea Ea: pire 


Analysis.—This song contains only the tones of the minor triad 
and seventh, a tone-material which is considered in the analysis 
of No. 38. Throughout the rendition of this song the tone was firm 
and the intonation good. The descent of a seventh in two intervals, 
occurring in the rhythmic unit, is effective and is barbaric in character. 
The intervals are large, and only 19 progressions occur in the song. 
The tempo is quite slow. The interval of a fifth is prominent in this 
song, 42 per cent of the progressions being fifths. 


The following song was said to be that of a scout who perceived 
that the enemy was near. The song was sometimes used as a parade 
song. The singer, a comparatively young man, said that he learned 
the song from the old men when he was a boy. 
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No. 72. War Song (e) (Catalogue No. 705) 
Recorded by SincER No. 9 


Vorcz g= 126 
Drum ‘a= 63 (See footnote) 


Connective phrase 
-—— 


wee 
= —— = fee e Sr 
Eee fee oe ee 
Analysis.—Instead of a uniform drumbeat throughout the song, 
we have in this instance a very rapid drumbeat in the opening meas- 
ures, followed by a quarter-note rhythm. Other songs with the 
same peculiarity are Nos. 86, 87, and 88. This seems an individual 
phase rather than one connected with the character of the song. 
The quarter-note drumbeat was maintained steadily during the 3-8 
measures of the song and synchronized occasionally with the voice. 
Only one other song (No. 22) begins in 3-8 time. In the fourth and 
fifth renditions the singer interpolated sharp, shrill cries before the 
connective phrase. (See No. 7.) The melody contains the tones of 


the fourth five-toned scale and is melodic in structure. Only one- 
fourth of the intervals are larger than a minor third. 


One of the oldest warriors in the tribe said that his father told him 
of a war party in which he was leader. It was a large party, com- 
prising from 30 to 50 men, armed with bows and arrows. ‘The infor- 
mation is not clear as to whether this song was sung by the attacking 
warriors when near the enemy’s camp or was composed in honor of 
a successful attack. To sing during an attack is not customary, 
yet it may have been done at this time, as the attacking party was 
so large. The singer’s manner was excited as he recorded the song, 
and between the renditions he shouted, ‘“‘ Now, now, run your horses 
because our young men may be killed; because if we go into the 
enemy’s tents our scalps may be taken.’’ The attack was said to 
have been made just before sunrise. 
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No. 73. War Song (f) (Catalogue No. 747) 


Recorded by Stnaer No. 18 


VoIcE P| — 76 
Drum not recorded 


Analysis.—Two renditions of this song were recorded with prac- 
tically no variations. In both renditions the second count in the 
second measure was sung as two eighth notes, thus differentiating it 
from the rhythmic unit in which the corresponding count is sung as 
a quarter note. Neither are the divisions of the last count like 
those in the following measure. Only about one-eighth of the 
intervals are larger than a major third, and more than half are major 
and minor seconds. (See No. 28.) The song has a compass of an 
octave. 


The scalps secured by a war party were not fastened in a hoop 
but tied at the end of a pole “higher than a man’s head.” It was 
customary for returning warriors to give a scalp to a woman whose 
husband or son had been killed in war, also to a man who had lost 
a near relative on the warpath. A returned war party paraded 
around the camp at about 8 o’clock in the morning. In this parade 
the scalps were carried on poles or fastened to the chin straps of the 
horses. Some of the men had women behind them on their horses. 
All were in gala attire and the leaders accompanied the songs by 
pounding on hand drums. The following song was used on such an 
occasion: s 
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No. 74. Parade of returning warriors (Catalogue No. 748) 


Recorded by Sincer No. 18 
VOICE e= 66 


Drum P| = 66 
Drum-rhythm similar to No. 20 


(1) 


(1) 


(2) 


popis herbs 
234 — amie 


Analysis.—This song is on the fourth five-toned scale with G flat 
as its keynote. Two renditions were recorded, each containing a 
repeated portion as indicated in the transcription. Two rhythmic 
units occur, the difference between them being slight but clearly 
given by the singer. The song is melodic in structure, and almost 
half the intervals are major seconds. 
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No. 75. War Song (g) (Catalogue No. 749) 
Recorded by StncEr No. 18 


VOICE e= 63 


DRUM d = 63 
Drvem-rhythm similar to No. 20 ° 


c Taelese aaah 3 
. #. , » -f- -@- — 
: Bee pf Pe As ae oe = ae = 99: 
pH Se Se ee 
SN et enett iD eee ae 
afte fee tee 
| cal ae 
aE Beart: ee oes ee 
of See eee ee 
2S eS 


Las | 


Bip ee ose eames arent 


—’] 


Analysis.—This song is characterized by a compass of 12 tones, 
which is unusual in this series. The song contains no change of 
time, differing in this respect from a majority of the present songs. 
The rhythmic unit is interesting and occurs seven times. As- 
cending and descending intervals are almost equal in number, the 
song containing 10 ascending and 10 descending major thirds. The 
melody contains only the tones of the major triad. 


A peculiar custom noted among the Utes was that of ‘washing 
the wounded.’ This was done at the scalp dances, the body of a 
wounded warrior being placed in the center of the dancing circle 
and his wounds washed as certain songs were sung. The same was 
done if a man had been killed and his body brought home by the war 
party. Two songs of this act were recorded, and it was said the 
same songs were used for any occasion of mourning and also, strangely, 
were used on occasions of rejoicing. : 
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No. 76. Song when washing the wounded (a) 


(Catalogue No. 725) 
Recorded by Stncer No. 16 


VoIcE j= 84 
Drum not recorded 


aoe 


SNCS RGA Mae 


9» 9. (slower) 
og itytie yey ieee : 
In time (2) (2) 
eisai Geis te heck ean ray aa eal 
—# ; an a 
)-p— 2 _—— se oS f —— i 
ae a Gs ssetameieisi) 


é 
ee 
= === == 


Analysis.—A peculiarity of this song is the measure in slower time, 
this change in tempo being the same in all renditions. (See No. 11.) 
The phrasing was clearly given throughout the song. Sixty per cent 
of the intervals are minor thirds, about equally divided between 
ascending and descending progressions. The song contains only the 
tones of the major triad and sixth. 


» 


No. 77. Song when washing the wounded (b) 


(Catalogue No. 706) 
Recorded by SinaEr No. 9 


Voice g— 104 
Drum not recorded 
Ee. ee eee ee By ae ae WE Sea 


coupe Settee =e Ete Se pies pate 
BLES eae aaa sieee! 
Analysis.—This song was seorlea by the same singer at two differ- 


ent times, thus affording an interesting opportunity for observing 
the accuracy with which the song was repeated. (Cf. Nos. 39 and 


= ey 
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78.) Six renditions were recorded in 1914, the renditions being 
uniform and connected without a break in the time. The transcrip- 
tion is from the cylinder made in 1914. Five renditions of the same 
song were recorded-in 1916, at which time the writer did not play 
the first record, but ““hummed”’ the transcription. The singer recog- 
nized it and said he would like to make another record of it. This 
second cylinder was transcribed and the results compared. In this 
comparison it is found that all the renditions recorded in 1916 omit 
the fifth and sixth measures and the last measure of the song as 
transcribed. As these measures are repetitions, this would be of 
slight importance, but as it reduces the occurrences of these phrases 
from three to two the change suggests a tendency toward regularity 


<_——— 
Eee eee 
* x 
ae : 
é NK 
BS aii a 
* ~ x 
+ x 


x x x x 
3 eee 
\ See 
* x 
# «x 
ee eae 
— 


Fig. 13.—Diagram, Scalp dance. a, Singers with hand drums. |b, Two circles of women moving in 
opposite directions. 


and conventionality. The first group of renditions was in a tempo 
of J=104, and the key of G minor; the second was faster (j= 108) 
but in a lower key—the key of F sharp minor. The 5-4 division of 
certain measures was strictly maintained. The song contains the 
tones of the second five-toned scale and is melodic in structure. 
Considering the lack of variety in progressions the melody is inter- 
esting and quite diversified. One-half the intervals are minor thirds, 
and of the other half all except one interval are major seconds, that 
interval being an ascending fourth. Other songs containing rests are 
noted in the analysis of No. 8. 


The dancing with the scalps (commonly known as the Scalp dance) 
began late in the afternoon and ended soon after dark. There was 
no feast connected with this dance. The singers stood in a line facing 
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the east, the men with hand drums being in the center of the line. 
In front of the men were two circles of women dancers, one circle 
being inside the other. The two circles moved in opposite directions, 
the inner one moving “with the sun.’’ Each group of women had a 
leader, who wore a feather war bonnet. The leader of the inner 
circle was the wife of the chief, and only she was allowed to carry a 
scalp on a pole. The arrangement of the dancers is shown in the 
accompanying diagram (fig. 13). 

At the conclusion of the Scalp dances it was customary to take the 
scalps to the chief. He had a large tipi with tall poles, and the scalps 
were fastened at the tops of these poles, where they remained 
undisturbed. 

No. 78. Scalp Dance Song (a) (Catalogue No. 760) 


Recorded by StncErR No. 1 


Voice e—96 
Drum not recorded 
hae el 


~~. 
gays SS eS eS eee 
€ 
Siena eee pre meaeiae eee! 


Analysis.—This song was twice recorded by the same singer, only 
one of the records being transcribed (cf. Nos. 39 and 77). The 
repetition arose from an impression frequently noted among the 
Indians, that if the words are changed in a melody it becomes a 
different song. Thus, in the first instance, the singer said this was 
a song which he sang in the war dance-when he brought home a 
captive woman, and, in the second instance, he said it was a scalp 
dance song. The words were not taken in either rendition. 

A comparison of the two cylinders shows the pitch of the rendi- 
tions to be the same. Five repetitions of the song were recorded the 
first time and six the second time. The differences in these 11 
renditions are too slight to be of importance. In the first group the 
opening phrase was occasionally repeated, and in the second group 
the ending was occasionally changed in rhythm, and the fifth measure 
(last two counts) contained quarter in place of eighth notes. Passing 
from this comparison to an analysis of the transcription, we note that 
the melody contains only the tones of the minor triad and fourth 

and in structure is melodic with harmonic framework. More than 
~ half the intervals are minor thirds, a majority of the remainder being 
major seconds. 


158 BUREAU OF AMERICAN ETHNOLOGY _ [BULL. 75 


No. 79. Scalp Dance Song (b) (Catalogue No. 750) 
Recorded by SincEr No. 18 
VOICE AZ 66 


Drum Hee 66 
Drum-rhythm similar to No. 20 ‘ 
We re See, far Se eel 


| ~ 2 ————————— al olcons _9—-@ 
pne=sesieaaseiae ae 


Analysis.—Considering F to be the keynote of this song, we find 
the tone material to comprise the keynote, third, and fourth. The 
structure of the song shows, however, what has been termed an 
“interval-formation”’ rather than a key-relation of the several tones. 
(See Bull. 53, pp. 7, 8.) Thus the first portion, and in every instance 
the rhythmic unit, is on the fifth (B flat-F), while the middle and 
closing measures are on the minor third (F—A flat). The intervals 
are larger than in a majority of these songs, about one-fourth of 
them being fifths. The major second comprises only about one- 
sixth of the total number. Drum and voice have the same time 
unit, but because of slight variations in tempo they seldom coincide 
for more than a few measures. 


No. 80. Scalp Dance Song (ce) (Catalogue No. 751) 


Recorded by Sincer No. 18 
Voice g\ — 169 
Drum not recorded 
oi ees eI 


POET ie Bee a 
ot es ee eae 
Sep eee eee nea eee 


Analysis.—The measure-divisions in this song were clearly given 
in all the renditions, and as the tempo is so rapid it is considered 


DENSMORE] NORTHERN UTE MUSIC ~ 159 


advisable that the time unit be indicated as an eighth note.. The 
rhythmic unit occurs twice and is peculiar in character. The fourth 
is a prominent interval, comprising more than one-fourth of the pro- 
gressions. The minor third appears with about the same frequency. 
In structure the song is melodic with harmonic framework, and the 
melody tones are those of the major triad and sixth. 


No. 81. War Song (h) (Catalogue No. 794) 
Recorded by SincEr No. 20 (Charles Mack, pl. 11, Cc) 


VoIcE — 60 
Drum ‘= 60 
Drum-rhythm similar to No. 18 

| 


pug SSS ee gett 


Ene. ahaa samedi eae 
~~ 
Sige ret nee 


Analysis.—This song has a compass of 11 tones and is on the sec- 
ond five-toned scale. One rhythmic unit occurs which is long and 
varied in count-divisions. The several renditions of the song show 
no material variation. In structure the song is melodic. Twenty- 
five of the 33 progressions are minor thirds and major seconds. Of 
the remainder all but one are fourths. 


No. 82. War Song (i) (Catalogue No. 795) 
Recorded by Sincer No. 20 


VoicE d= 92 


Drum eo 108 
Drum-rhythm similar to No. 20 
i 


2 ae 
Ee Sgieseres 
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Analysis.—This song, like many others of the present series, pro- 
gresses chiefly by whole tones (see No. 28), yet it is a melody with 
abundant variety and interest. In structure it is melodic and con- 
tains the tones of the major triad and second. The drum is slightly 
faster than the voice and its tempo was steadily maintained. A 
rhythmic unit occurs six times in the song. 


Piots or WAR SonGcs 


sveenennsvseaasns 
2 NSGsEnes \oasns 


Seepaaennone 
No, 71. No, 74. 


SSgnRRUTSDERERESeae 
Pap AIN |The rs WES |b aI 


\a 
2a 
PPA AT To 
Py AL TAL 
RRS G an eu 


No, 75. 
Fig. 14.—Plots, Group 11 (War songs) 


While a few of the war songs show the ordinary type of steadily 
descending trend broken by one or two ascending progressions, we 
find that about one-half of them contain a wideness of interval which 
has not been note? n any group of songs previously plotted. 


Wark Sones 


MELODIC ANALYSIS 


TABLE lE.—TONALITY 


Bee Serial Nos. of songs 
Major tonality soc cic2 ew Saosuaere eat Son So SS ae ee et aise acne oe 11 | 67, 68, 69, 70, 72, 73, 74, 75, 76, 
80, 82. 
Minortonality.<csn..<-ges tao tee see densclsme acines sameisae 5 | 71, 77, 78, 79, 81. 
Dotan. 2.7.52 ee mee ase Rees SRS e ne See tee E emacs SSeS 16 
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War Sones—Continued 


161 


- MELODIC ANALYSIS—continued 
TABLE 25.—FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE 


Number tant 2 
of songs Serial Nos. of songs 
Beginning on the— 
©” SIN GUI ee a See ae See ee ee, Se te 2 eee 
ORION ea Se ei eae eats eal a a ee, 9 | 67, 68, 69, 70, 73, 76, 78, 79, 80. 
ROBIE Ee eres ste ete corsa ge es eg oe Lh Sos le ce 1| 74. 
DEORE UT eee eat Pa ANI er 2 ACs t belt amen ot 4 | 74,72; 7a, 82, 
TOG) 11 TS RP IES ASE ays ot es RE ae ne Me 1 | 81. 
ROU AD ase rae enter ta citein wei on smae eaten Ocoee ck ie ace wees 16 


TABLE 3E.—LAST NOTE OF SONG—ITS RELATION TO KEYNOTE 


Ending on the— 


Number | 


of songs 


Serial Nos. of songs 


16 


71, 74, 82. 

76, 80. 

67, 68, 69, 70, 72, 73, 75, 77, 78, 
79, 81. 


TABLE 4£.—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG 


Songs in which final tone is— 
EO OS LONO ADORNS some -. Surs SESE als Dek ooh vine ne a'snje ioe 


Immediately preceded by— 
DEATOL/LHINGIGLOMN s ctate ale see a wip oima'n's <le Uneicinstes «in Sine sips 
Whole tone below with fourth below in a previous 


Number F y 
of songs Serial Nos. of songs 
12 | 67, 68, 69, 70, 71, 72, 73, 75, 77, 


16 


78, 79, 81. 
76, 80. 


Ube 
72. 


TABLE 5E.—NUMBER OF TONES COMPRISING COMP 


ASS OF SONG 


Number 
of songs 


Compass of— 


Serial Nos. of songs 


Ware ePOUOS see estan ce aks be oone Isr acrgitcnwtclacsm ese. sais Terps 
POVeRiLONCsa, eects te chee se seek oe sae = See SO eee 1 ll ed I 
BR ORUTOUGS or icles 2 5 ate wlein die nation = iene wee <= wie Je = wis tos 2 | 67, 71. 
INIMOUONES 2 oincce nd anice merece er ometn pe cnaidew -\priem civ eines esine 4 | 72, 74, 80, 82. 
WISUETONCSeiangaen sagt mPa ape ess Se cip cinine ele whos le nd 8 | 68, 69, 70, 73, 76, 77, 78, 79. 
TIE 28 2 BG Sees 90 Aeigee he Bae ene ae eer eee acs 16 
25043°—22——11 
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War Sones—Continued 


MELODIC ANALYSIS—continued ; 


TABLE 6E.—TONE MATERIAL 


oe Serial Nos. of songs 
Secondifive-toned scalese.cc «neteree eee: erence ewer Seema 2 | 77, 81. 
Hourthfive-toned scales se. oscar arises eels oe eres ee sis aio 6 | 67, 68, 69, 70, 72, 74. 
(Maj OMintad = so pyyoeee se een ee ote cette eeeieeiare saree corecine <5 1] 75. 
Majorjtriadsandisixth>. {esos neste ae neces fhe oo Sec naeieme 2 | 76, 80. 
Major triad and second... o<- 5. <i. coe meen serene ene = = ne eer 1 | 82. 
Minor triadiand SOVient ll cece s cme wee mise ao a ale = areiete etn = =icte siemens tales 
Minomtriadsandtourthiocnesteliene seats eae ae einen wieelewieiaie 78s 
Octave complete except seventh and sixth............-.-.------ 1 | 73. 
Minorithird and fount esse cic cnt cece sees esa le ls <n let elorta 1| 79. 
TObAal Seas. Fo wes sinlteceenee Shoes Sa ye sinns seat esit isan meters 16 
TABLE 7E.—ACCIDENTALS 
ee Serial Nos. of songs 
Songs containing— 
INO ACCIGONTAIS © sia neem emcee tees Serer cimoe seats mate ae 15 | 67, 68, 69, 70, 71, 73,74, 75, 76, 
77, 78, 79, 80, 81, 82. 
Pourthwaised a semitone:ss2.2--oc-eseniscess~oo esc tesceeere = 1 | 72, 
Totals oie wtnie Smee cbc canes Malwins Ue Do wtis esids Sasa ce rece 16 
TABLE 8E.—STRUCTURE 
ae Serial Nos. of songs 
MOLOGIC ects ona vrsisievs cise lee ee emirseelciete oi ae ee ea er eee ences 8 | 68, 70, 71, 72, 74, 77, 81, 82. 
Melodic with harmonic framework ....... 5 aE embrace a ore rescore 6. | 67, 69, 73, 76, 78, 80. 
PLAT INOMICS nsec aes none ee eer tes: eae ee eee eee eiee eee eee 2 | 75, 79. 
M Ota ae ao sisie.s oF aoc oes woe Been LO EERE ES Asn MEER Ee 16 
TABLE 9E.—FIRST PROGRESSION—DOWNWARD AND UPWARD 
N , 
oe Serial Nos. of songs 
DOWN Wan Gere sic creicd aces aces cae cists oie Se Re eR Oe eee 14 | 68, 69, 70, 72, 73, 74, 75, 76, 77, 
78, 79, 80, 81, 82. 
UP Warde se. te tes cc ce ewiac Portia eee eee he ace eee eee eer 2 | 67, 71. 
WOtal tase sme stawee mes oe <tc eerie eke meee arcisrete 16 
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> Wark Sones—Continued 


MELODIC ANALYSIS—continued 


TABLE 10—E.—TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


\ ? pies Serial Nos. of songs 
Dow MWiard sense kaso ean meee Sc Ne Sees lea ace Sette cere eet 285 
WiPWardcawencesseee ceeceCee Et eee eee coes ee. 175 

PROUAL caer cee eet Serena ees eee aeons ao men eee aces 460 


TABLE 11E——_INTERVALS IN DOWNWARD PROGRESSION 


pes Serial Nos. of songs 
Interval of a— 

MIM OPSEXCH ecaciencmics aortas cas ae tee not cepvea sc edteetnde ee eee 1 
HEUER eye Sa ere sicctte SS wie a oe Ae Rowe nee Uw nin eee be ee eee oe 16 
ROUrth 2 ess.3 ese SEP aeRO e OR ace eS Sea Rie ae ees 38 
IRN GTI 3 (Sc a a SSA A os 31 
MSs OM GHIPG ee een oe os cists As oans Oncaea cae Sake men eee 83 
DMEGIOF SOCOHGE cere secre 2 Ae Oe ie a eee ee aia eee cis eae crite 110 
MINION SOCONC em vases ch; teehee Sas ee ees leness sees each ae ees 6 

ROL Al eet eRe ee Ce Sat ee Oe neti ks CMOS Pcie ake ies 285 


TABLE 12E.—_INTERVALS IN UPWARD PROGRESSION 


yee Serial Nos. of songs 
Interval of a— 

INN GH 20.5 pasa e saeieaisien esieaies]s Sag eas oteatcistetay ciate steerer sree arate 1 
WOvaANOrcee ese ate er ees adstism ie eeeee reece die se erapee ee ese 3 
OVEN LNs mas ees daa scan Tee eee e:e nici Scales dl edeccs 1 
(MAIOL SPER Dict oc crass aaiae a2 va os vinlrawwmininn na acnine seeecgces 3 
RVITLOR SERGI Reena oracle os eet cane aoe cas ot nasa meisinneiccigaee 4 
ICH Neen Pe ee Sr areas oat cfm pokes eas amece Tee kenwele 26 
HNGUPLE Peta cie = Aes te aatetelatwecicbide wes bry Pee aie la alter 24 
MS OnL Dir a taee 6 te tebace me nies ceineieia A enivite sve siemanie>e 10 
Manon EDIT isda eae teas Seto teccts pelea Sete eae 52 
IMAjOr SOCOM Sema nc as att te sole sie slewintia dns sieinielsineasiswem 46 
MMISIOL SOCOM tatar scarce cee veiiet @ nelrinaiciscletenibafeleisielrie eielnivinie 5 

TA ES: Serrid COR CaO eC ie cD MEORDOLIELO EREICOR ORS EOTOCEOE OEE 175 


TABLE 13E.—AVERAGE NUMBER OF SEMITONES IN AN INTERVAL 


Mota Miata OL OLA UCLYVAISie aoe nise ae ieee cle ors os = e/o\e eine ais an eleyain!clnlwintn\e a'aa'elelels ei<imivia ='s\> s/s s/tjo'>le.eie« 460 
Total number of semitones.....--...---- 20-2 ee eon nee cee ne eee nee cect ene eee neecnee 1, 625 
Average number of semitones in an interval.........---------+--e+eeeseeeeecee reece etestetettees 3.5 
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War Soncs—Continued 


MELODIC ANALYSIS—continued 


TABLE 145.—K EY 


Number . 
of songs Serial Nos. of songs 
Key of— 
VAG MMT OPS ceerenic ce etele reece Sa reise taele ete eon tear emer 1 | 81. 
BUM OL sccte cece coe e oe nacre e seiete ne see Neen ocee asinine 1 | 75. 
Cia OF Soop coe ets Soe te eee eee oa eee seer 1 | 73. 
Dat Malle ce ces ae cece eos ees Seana Se 3 | 67, 69, 70. 
D major. .... Banas Ae aoa eine ee em ea ene pineeaienlen waar 1 | 68. 
TORIES AE) 0) ea ston RC EMOer atic Ie OED SCE Gp Ming ee Oa MoS bacnnas 2 | 76, 80. 
B)AaG MNO a2 snc Paid Saar eeae Sasa eoae on aeerer ss oasnen 1 | 78. 
FY MIN Ops 5. oa fawn oe POR eh ee ce sa stse dale Gas Camltaaaatanmes 1| 79. 
(OR EA nT 6¥ OS ast Sen cerns DO OtarcHt aR eunaEe sey, SSee oa Ueiaak 2 | 74, 82. 
JIE tat: 1) RUB ae SBE SEOBSUREe mae Se SoD AQ en Bacdandec Damage 1 | 72. 
GQSharp MINOL sees co. soe eee Sees soe = eineeaes aceeteeeee Died vide 
otal sos sak Cencwiss ome cess bein wide ce seat acies tw semieess 16 
RHYTHMIC ANALYSIS 
‘ 
TABLE 15E.—PART OF MEASURE ON WHICH SONG BEGINS 
phe Serial Nos. of songs 
Beginning on unaccented part of measure............-..-------- 13 | 67, 68, 69, 70, 72, 73, 74, 76,77, 
78, 79, 80, 82. 
Beginning on accented part of measure............-.------------ 3 | 71, 75, 81. 
TOtal ae 2 oe wise ccins.c os cuae wane Dace soem aus soue wee Seen eee 16 
TABLE 16E.—RHYTHM (METER) OF FIRST MEASURE 
OL OEE Serial Nos. of songs 
First measure in— 
DATUM oO ines cisO cee Siac e nate ieee nie Saree eee eae Ose 9 | 67, 69, 70, 71, 73, 74, 75, 77, 79. 
SaA NG Ha e.c oe cio celecplseis Be Hee cy sae eee eee eG 5 | 68, 76, 78, 81, 82. 
3-8 bline! s acetone wie cae ee mame ne a ME eee UI rps 
ASB UUM Om ost. cite one eee SU Ce eee eens ooh on eaeeee 1 | 80. 
(ROE IE  epacooecneder S2coSGue: ceneucgédsennegsbadcHesuene. 16 
TABLE 17E.—CHANGE OF TIME, MEASURE LENGTHS 
ented Serial Nos. of songs 
Songs containing no change of time.............-2.-2..02-ee eee 5 Wal Pas 
Songs containing a change of time...........0...0.-ceeececeecens 15 | 67, 68, 69, 70, 71, 72, 73, 74, 76, 
77, 78, 79, 80, 81, 82. 
T Ota Sa 2s nc ce Sutea sek ae Eke eee ee ee eee eee 16 
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War Sonas—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 18E.—RHYTHM (METER) OF DRUM 


pipes Serial Nos. of songs 
Bightiumotes wunaccented...; fics sco steeds ooccdesseteeescectee . 3 | 69, 70, 81. 
@uartornotes undecented sc. 22.c 2 sca oe eee esis cc oad onda coe 5 | 67, 74, 75, 79, 82. 
Rapid beat resembling a tremolo at opening of song, followed by 
a quarter-note beat ................... Rie ec iNew Cee no 12: 
WPEUN NOL TOCOLMED sachs c Se este mc ok eee roo n Se eee ea weld 7 | 68, 71, 73, 76, 77, 78, 80.. 
STOUR Se eee sea aes a oe ce he pate Tae oS ake ee eee see 16 


TABLE 19E.—RHYTHMIC UNIT OF SONG 


Rinee Serial Nos. of songs 
Songs containing— 
INoxhythmic mnitesasoo: taccee oe 2 la scicmes caiee cvisiefsasiete wietsig 1 | 68. 
One rhy Thine wit. o7o. Sacco az ocionenia sis apciag. -ahee canoes 11 | 67, 70, 71, 72, 73, 75, 77, 78, 79, 
80, 82. 
Pwo THY tHIMIC-ONITS soe. 52-5 <= ene ese Rocce eon ece gee 4 | 69, 74, 76, 81. 
EROS seek ete hcinln dan cose ca coe R eae ca ee isis BESS 16 


TABLE 20E.—TIME UNIT -OF VOICE 


pee Serial Nos. of songs 
Metronome— 

er esters Capstn ch ee ace tacee eis Sota s ee awidls alataiaicidiee sree 1 | 81. 

ie a sen iaic, = Sse cicte Sei Teen aie otare eons a pia Bin = arglciei ome cic’e 1 | 75. 

(Bia Dot 6 mutha Be Si ts va iin PS ROE a ale oD oe Pn 3 | 74, 78, 79. 
CORRS joa eaten Geta sees seOecacmmscecnc a detec wy eeiberomelels Gikes 

AO ers eet othe vio ote: </ sia ae eas eo tee aes ow ees RS ae 1| 73. 

SOs cee elie cit, sae eisb ta cet Eee ean se sianeseaees conte 1 | 69. 

SPE a Fen eee Saeed ra IEE SS sya einete oaininles =e SIS AS 2 | 68, 76. 

es PE TAPIA ials 2 no Seaee See = sates forse oe. SMA co lak 1 | 70. 

ey ar ee tee ee ee ig Peta ee a ad melee piolais. = Si iaialeye © 1| 82. 

NO a ee eS eve Sane oc ot talc cid asia vias sles cease alesis os Pte. 

BLOAT eS Ar ee hrs as NO a ee San adie Fae a ee Be leSw es 2 | 67, 72. 
SOSA See SCTE oe oes inte See icieMiets oo bnineiccje oa niateimahera'es 1 | 80. 

EGS ED i Soe 98 Be SI ce Oe SO RE ae ee Ser CR Tee yy9 16 
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War Sones—Continued 
RHYTHMIC ANALYSIS—continued 
TABLE 21k.—TIME UNIT OF DRUM! 
Number : 
of songs Serial Nos. of songs 
Metronome— 
tT Rae OR SE ae ORE SN a SA ice onde ACA AAC EOC Cho Can 1 }-St. 
Bbc oon days cinteets Grate ciat a a kev tesaraidia Rises hate chetatate clare le ayetareyareertats Pauly re ares 
GO Fs. tact be sie ac Sate eee sone CE ee eae eee 2 | 74, 79. 
SOR eis een 02 a heat encnlaset eaee ce tae ee bocmeee 1 | 69. 
oe Aes SA See aoe tac eiae ce Aor eau RE SOL eae Saotioc gaat a 1 | 70. 
NOS SS Fe, 2 28 chee A DS = Saale nak clemintaae Rise tie = aleeeee 1 | 82. 
be tee Sas ES Ba I la ai ees aoe ey Ce, hs BE 1 | 67. 
Drum not recorded =. _. 5: Fe Bas- bee. don cess cehoee ate saenraees 7 | 68, 71, 73, 76, 77, 78, 80. 
POU Fears octocorals eae 16 
TABLE 22E.—COMPARISON OF TIME UNIT OF VOICE AND DRUM 
pa ue Serial Nos. of songs 
Time unit of voice and drum the same.................--2s0---- 7 | 67, 69, 72, 74, 75, 79, 81. 
Voice faster Gham Grains <jenet ase ence cne ances Bees eens iil rk 
Voice slowernthal Grams. ct sos ahenase sane caee oases see see 1| 82. 
Druminotirecorded fez s.j eet osoe oat ones sees ee ean ae 7 | 68, 71, 73, 76, 77, 78, 80. 
Wotale 3 css sae Sse ae Se cose eee See eee ee eee nese 16 


1 A tremolo drumbeat precedes the even beat in No. 72. 


PARADE SONGS 


In former times if the Utes were gathered in a large camp a 
“parade” took place every morning. Such a parade was noted 
in the description of the Sun dance (p. 80). Both men and women 
were on horseback, the men preceding the women. At the head of 
the procession rode two leaders side by side, beating on hand drums, 
while all the company sang the Parade songs. These songs were 
numerous and popular. 


CHARACTERISTICS OF SONGS 


The principal characteristic of Parade songs is an ornamentation 
comprising small note values. Examples of this occur in Nos. 84, 
87, 89, 90, and 93. These did not vary in the repetitions of the song. 
About half the songs contain no rhythmic unit, showing the rhythmic 
feeling to be less than the melodic. With one exception the Parade 
songs are major in tonality. The compass is unusually large, all the 
songs having a range of an octave or more than an octave. Only one 
song is harmonic in structure, and a majority begin with a downward 
progression. 
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No. 83. Parade Song (a) (Catalogue No. 696) 
Recorded by SincErR No. 4 


Voice a= 63 
Drum not recorded 


Se SS ee eee 


eS ee 
22 JES SS Sas ee eee 


Analysis.—The slow tempo of this song was steadily maintained 
throughout three renditions, which were sung without a break in the 


time. The melody progresses chiefly by whole tones, which con-- 


stitute two-thirds of the intervals. The song is melodic in structure 
and contains all the tones of the octave except the seventh. 
= No. 84. Parade Song (b) (Catalogue No. 707) 
Recorded by Sineer No. 9 
VoIcE es 66 


Drum o= 66 
Drum-rhythm similar to No. 20 


eo EE Pe Pe ae pe 
2 a 


pet Se 


Connective phrase 


' } 

—_—¢-s-0—» ppp oY raft 

2 ee 
Analysis.—The rendering of this song was particularly clear in 
intonation and count divisions, not varying in the repetitions. Drum 
and voice have the same time unit and are synchronous. The song 
is peculiar in that the only progressions are fifths, fourths, and semi- 
tones, and also in that the ascending and descending progressions are 
almost equal in number. The melody tones are those of the major 
triad and second, and the structure of the song is melodic with 
harmonic framework. (Concerning the connective phrase see No. 7.) 


‘. 
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No. 85. Parade Song (c) (Catalogue No. 708) 


Recorded by Stnerr No. 9 


VoIcE = 92 
Drum not recorded 


MEETS Sa es 
pg Shp ee 


eo eeend |e teeaeetae ease 


Connective ee 


| eee ieee 

peereaa Perea aaa 
Analysis.—Five renditions of this song were recorded, two being 
separated by shrill cries and the others connected by a short phrase. 
(See No. 7.) In every rendition the accent is changed in the last 
occurrence of the rhythmic unit. Minor thirds and major seconds 
are the principal intervals of progression, though the variety of 
intervals is greater than in a majority of the Ute songs under analysis. 


No. 86. Parade Song (d) (Catalogue No. 709) 
Recorded by StvcEr No. 9 
VoIcr J 66 


Drum J 66 
Drum-rhythm similar to No. 72 


ggpttstoo pee Et, FEE 
pues A Lb So 


SsSS Sie = Sasi ea 
Connective LE : 


2 9°01 ri 


pace eae ere 


Analysis.—This melody contains six kinds of intervals in ascending 
progression, which is an unusual number. The drumbeat in the first 
four measures of the first rendition was tremolo, after which the 
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quarter-hote beat was continuous. (See No. 72.) Drum and voice 
have the same time unit, determined by the majority of the meas- 
ures, but the drum is steadily maintained, while the voice tempo 
varies slightly. The time of the transcription should be understood 
as indicating the accents and the approximate note values rather 
than actual durations of time, resembling some of the songs in which 
the pitch indicated by the notation is only approximate. These 
variabilities are too slight to be shown in any except an exceedingly 
detailed graphic form, the transcription showing, however, the trend 
of the melody with sufficient exactness for our present purpose. 
Four renditions were recorded and contain no important differences. 
The connective phrase in this song is unusually long. Another song 
using a similar phrase between renditions is No. 7. 


No. 87. Parade Song (e) (Catalogue No. 771) 
Recorded by Stnaer No. 17 


VoicE s= 63 


Drum A = 63 
Drum-rhythm similar to No. 72 


On, are CBORT. ONE 2s 


pS SS beep 


Analysis —Drum and voice have the same time unit in this song, 
but because of slight variations in tempo they never exactly coincide. 
In each rendition the drumbeat was tremolo to the point marked X, 
after which it was in quarter notes. (See No. 72.) Three rhythmic 
units occur, the first being emphatic in character and appearing 
always on the same tones, which is unusual. The third unit differs 
from the second only in the division of the last count, but this dif- 
ference was steadily maintained. The tone material is that of the 
fourth five-toned scale and the song has a compass of 12 tones. The 
average interval in this song comprises four semitones. Reference to 
the tables of analysis on page 42 will show this to be an unusually 
large interval. 
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No. 88. Parade Song (f) (Catalogue No. 762) 
Recorded by Sincer No. 16 
VoIcE o= 66 
Drum e= 66 


Drum-rhythm similar to No. 72 | 5 
f ihe Petes 


= epee fc o-9-95 —— £ 0-6-9 7 : 
ber +— ——— } = 


e. _. 
ee et eee eee ee ee ee 
eos vier eee eee oe 


. = ese] P= eens | 
page ee al 


Analysis.—This song has a compass of 12 tones and contains the 
major triad and second. In structure it is melodie with harmonic 
framework. The drumbeat was tremolo to the point marked X, 
after which in four renditions it was in quarter-note values. (See 
No. 72.) The repetitions of the song necessitate an ascending 
interval of a twelfth, which was sung with good intonation. The 
fourth is the interval of most frequent occurrence, constituting 54 
per cent of the entire number of intervals. (See No. 3.) This | 
interval has frequently been noted as associated with the idea of 
motion. 


No. 89. Parade Song (g) (Catalogue No. 780) 
Recorded by StvcEr No. 21 
Voice d= 60 


Drum nies 60 
Drum-rhy a0 similar to No. 20 


L o-° 


opie Set yh pieeas2 ia-e="=2] 
see ad erste seeeae 


= ee Pheer 

ed | 
oats Ses ==sSSo So 
Analysis.—This song has a compass of 10 tones and contains all the 


tones of the octave. More than half the progressions are whole 
tones. (See No. 28.) The lowest tone in the third measure was not 
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always sung clearly, the déseant to this tone being glissando. The 
time was steadily maintained throughout all the renditions, which 
were uniform in every respect. ue songs using a connective 
phrase are noted in the analysis of No. 


- No. 90. Parade Song (h) (Catalogue No. 793) 
Recorded by SincER No. 19 
Voice = 80 


Drum 2 80 
Drum-rhythm similar to No. 18 


gS SSS asia 


sage reeettens Sel 


Analysis.—The interval of a fourth comprises 52 per cent of the 
progressions in this song. (See No. 3.) No rhythmic unit occurs, 
and the song is not particularly rhythmic in structure. The song is 
major in tonality, melodic in structure, and contains all the tones of 
the octave except the seventh. 


No. 91. Parade Song (i) (Catalogue No. 735) 
Recorded by StnaEr No. 7 
Voice see 132 


Drum Je 132 
Drum-rhythm simuar to No. 20 
& --9- @& # 


pies as = e=so— 
puget iy Lety glee 
SSS SESE SS 


Connective phrase 


oytnher tee meeeyeret 


: oe 

0-8-6 | 
Analysis.—Few songs of the present series are so typical as this, 
-yet the quality which makes it typical is hard to define. Two-thirds 
of the intervals are minor thirds and major seconds, but in this it 


TH 
| 
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resembles many other songs. Neither is the proportion of ascending 
and descending intervals unusual, there being 40 per cent of ascending 
and 60 per cent of descending progressions. But the song is minor in 
tonality with a special prominence of the subdominant. This is quite 
unusual and worthy of consideration by students. The melody tones 
are those of the second five-toned scale with the seventh sharped. 
The tonic chord appears as the framework of the melody. The 
ascent of an octave in the first measure and the beginning and ending 
on the same tone are noted in the analysis of No. 37. A short con- 
nective phrase was sung between the renditions. (See No. 7.) 


No. 92. Parade Song (j) (Catalogue No. 761) 


Recorded by Stvarr No. 1 


Voice a= 132 
Drum not recorded 


Connective phrase 
i 


pr gaze ieee Pee Pec 


Analysis.—Throughout the renditions of this song the intonation 
on the descending minor third was faulty, yet the fourth and octave 
were sung with good intonation. The fourth constitutes about one- 
third of the progressions. The song is harmonic in structure and 
contains the tones of the major triad and fourth. (Concerning the 
use of a connective phrase see No. 7.) 
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No. 93. Parade Song (k) (Catalogue No. 762) 
Recorded by Sincer No. 1 
Vo1cE <= 66 
Drum not recorded 
oo 2 9 -o- -9- -9- 


prin Saaaae anaes sane 
Seas eee aaa 


Connective phrase 


5 See See es eae eel oe . Ape =e i 


Analysis.—The rhythmic structure of this song is worthy of special 
~ attention. The first two measures: were sung only once, after which 
the remainder of the song as transcribed was sung four times, the 
last rendition ending at the double bar. An introductory phrase is 
rarely used in Ute songs, though appearing frequently in the songs 
of the Chippewa. Other songs of this series containing a connective 
phrase are noted in the analysis of No. 7. In all the renditions of 
this song the count divisions were as indicated. The song comprises 
two rhythmic periods which resemble each other yet show enough 
difference to give variety and character to the song as a whole. The 
first period comprises the third, fourth, and fifth measures, and the 
second comprises the three following measures. A comparison of 
these will show the variations. The song has a compass of 11 tones 
and contains the major triad and second. The whole tone is the 
chief interval of progression (see No. 24). Although the song is 
major in tonality, the major third does not appear as a progression. 
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4 
PLots oF PARADE SONGS 


A wide compass and sharply descending trend characterize the 
plots of a majority of these songs. The Parade songs were sung on 
horseback, but with two exceptions (Nos. 86 and 92) the plots do 
not show the profile that has been associated with songs concerning 


N BE 
MAES auR 
bet 


|| 
EEERARRRSSRERR CUE 
SERRE See seebaLe 


No. 92. . No. 93. 
Fia, 15.—Plots, Group 12 (Parade songs) 


animals. Even in No. 86 the rise and fall of the outline is not from 
the lowest tone, as has been noted in the plots of songs concerning 
animals in motion. 


HAND GAME SONGS 


Among the Ute, as among other tribes, this game is played exten- 
sively and large stakes are placed upon its success. The implements 
of the game used by the Uinta Ute at White Rocks, Utah, and col- 
lected by Culin in 1900 comprise ‘‘four slender, highly polished 
bones, 34 inches in length; two bound with a strip of leather in the 
middle.” > The game among the Yampa Ute in northwestern Colo- 
rado was observed in 1877 by Mr. Edwin A. Barber and described as 
follows: ‘‘A row of players, consisting of five or six or a dozen men, 
is arranged on either side of a tent, facing each other. Before each 
man is placed a bundle of small twigs or sticks, each 6 to 8 inches in 
length and pointed at one end. Every téte-a-téte couple is pro- 
vided with two cylindrical bone dice, carefully fashioned and highly ~ 
polished, which measure about 2 inches in length and half an inch 


28 Culin, Stewart, Games of the North American Indians, 24th Ann. Rept. Bur. Amer. Ethn., p. 315. 
Washington, 1907. 
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in diameter, one being white and the other black, or sometimes orna- 
mented with a black band. * * * One of the gamblers incloses 
a die in each hand and, placing one above the other, allows the 
upper bone to pass into the other hand with the other die. This 
process is reversed again and again, while all the time the hands 
are shaken up and down in order to mystify the partner in the 
passing of the dice. The other man during the performance hugs 
himself tightly by crossing his arms and placing either hand under 
the opposite arm and, with a dancing motion of the body, swaying 
to and fro, watches the shuffling of the dice with the closest atten- 
tion. When this has gone on for a few minutes, the latter suddenly 
points with one arm at the opposite arm of his partner and strikes 
himself under that arm with the other hand. Whichever hand of 
his rival he chooses is to be opened, and if the dice are in it the 
guesser takes them and proceeds in the same manner. If, however, 
he misses, and the dice are not there, he forfeits one counter, and 
this is taken from his bundle and stuck in the ground. Thus the 
game continues until one or the other has gained every stick.’ 4 

In the game as observed by Barber the hand game songs were 
accompanied by beating on ‘‘rude parchment-covered drums,” but 
the writer was informed that on the Uinta and Ouray Reservation 
the songs were formerly accompanied by beating on a horizontal 
pole, the singers being seated on either side of the pole and each 
holding two sticks with which they beat in time to the song. 


CHARACTERISTICS OF SONGS 


Two peculiarities are found in these songs and in no others of the 
present series: (1) A sliding upward of the tone on ascending pro- 
gressions, resembling the sliding downward which appeared in songs 
of the Bear dance; (2) a sharply accented tone followed by a short 

rest. Concerning the first-named peculiarity it is interesting to note 
that after this observation had been made by the writer a comment 
by Barber came to her attention, corroborating it by a statement 
written more than 40 years previously. The following notation (fig. 
16), taken from Barber’s article, indicates the sliding upward of the 
voice. Barber states, concerning the Ute hand game song: “No 
words are sung, but the syllable ah is pronounced in a whining, nasal 
tone for every note. * * * The war and dance songs of the Ute 
are different from this, yet they are somewhat similar.” * 

The sliding upward of the voice, as well as the second-named 
peculiarity of the hand game songs, appear in Nos. 94-99. Four- 
fifths of oe songs are aes in eS two-thirds are harmonic in 


a4 anion. Edwin A, Gaming among the Utah Indians. setientian N Farle vol, XI, no. 6, pp. 351-352. 
Boston, 1877. 
% Tbid., pp. 352, 353. 


\ 
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structure, and 7 of the 10 songs contain a rhythmic unit. No interval 
larger than a fifth occurs in these songs, and about one-third of the 
intervals are whole tones. Thus it is seen the progressions are smaller 
than in many of the songs under analysis. This, together with the 
large proportion of songs having a rhythmic unit, shows that rhythm 
is a more important phase than melody in the hand game songs, 
The average interval is 3.2 semitones, with which we contrast the 
average interval in the Chippewa moccasin game songs, which was 
3.5 semitones. Only 33 per cent of the moccasin game songs con- 


With agitation 2 x x 
= SSS = 
ah, ah, ah, 


ah? ah, fab ah, ah, 
goss BE = 


ah, ah, ah. 
Fic. 16.—Music of hand game song noted in 1877 


tained a rhythmic unit. As the Ute hand game, with its beating on 
a pole as accompaniment, appears more primitive than the Chippewa 
moccasin game it is interesting to note the greater importance of 
rhythm in the Ute songs. No words were used with these songs. 


No. 94. Hand Game Song (a) (Catalogue No. 697) 
Recorded by SincErR No. 4 


VoIcE 3 = 96 
Drum rs er 


page tetra Se ase 
piensa meet Eaee ena 


Analysis.—This song is characterized by a sliding upward of tone 
and by short rests. (See No. 8.) The rhythmic unit is interesting 
and occurs twice. Five renditions were given with no break in the 
time, the final measure always containing three counts, as transcribed. 
The song is harmonic in structure and the intervals are more varied 
than in a majority of these songs. The melody tones are those of 
the major triad and second. 
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No. 95. Hand Game Song (b) (Catalogue No. 736) 
Recorded by Stncer No. 7 


Voice g= 120 
Drum ¢—120 
Drum-rhythm similar to No. 18 


2 Seer ae paar ee eee 


Analysis.—This, like the preceding song, contains a sliding upward 
tone and also short rests. (See No. 8.) The rhythmic unit furnishes 
the chief interest of the song, occurring three times on the same tones. 
The song is harmonic in structure and has a compass of six tones. 
Although the compass is so small the interval of a fifth occurs twice. 


No. 96. Hand Game Song (c) (Catalogue No. 796) 
Recorded by Stnaer No. 22 


Voice a= 100 


Drum ¢— 100 
Drum-rhythm similar to No. 18 


\Geitpkee tet ae 


tea! ies as lis eee es o- Eni att 
a ae eee 
Sag = a g Eats St — = 
or Soe tare meee 


Analysis.—Five renditions of this peculiar melody were recorded, 
the only differences being that in one rendition a certain phrase was 
repeated. As indicated, there was no break in the time between the 
renditions. The rhythmic unit gives coherence to the melody, and 
it is possible to show this in notation, though the peculiar manner of 
singing can not be graphically shown. The song contains 16 pro- 
gressions, 13 of which are fourths. (See No. 3.) It has a compass 
of six tones and contains the tones of the major triad and second. 
For other songs containing rests see No. 8. 

25043 °—22——12 


a 
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No. 97. Hand Game Song (d) (Catalogue No. 745) 
Recorded by SincER No. 6 


VoIcE s= 92 


Drum ‘ Sani) 
Drum-rhythm similar to No. 18 


Analysis.—The time was not rigidly maintained in the renditions 
of this song, but the drum was persistently a little faster than the 
voice. The renditions differ very slightly, in some the second count 
of the first measure being omitted. It will be noted that this omis- 
sion makes the two parts of the song alike. The progressions are 
30 in number, 26 being minor thirds and 4 major thirds, yet G is the 
implied keynote of the melody. The song begins and ends on the 
same tone, which is unusual. (See No. 37.) Other songs containing 
rests are noted in the analysis of No. 8. 


No. 98. Hand Game Song (e) (Catalogue No. 737) 
Recorded by SincEer No. 7 


VoIcE Pi 112 
Drum g—112 
Drum-rhythm similar to No. 18 
cae sel fan, (Fr Fae weet 


2 ee 


Analysis.—This is a very short melody, but is characteristic and 
strongly rhythmic. The only interval is the major second. (See 
No. 28.) The rest in the first measure was clearly defined. (See 
No. 8.) Seven renditions were recorded with no break in the time. 
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No. 99. Hand Game Song (f) (Catalogue No. 698) 
Recorded by Sincer No. 4. 


Voicr aE 60 
Drum not ei Cpeatnn 


a 
omeitay pnee eee 


Sy 


Omir Horie er 


Analysis.—The part of this song preceding the change of time 
was sung only once, followed by the second part, which was sung 
nine times without a break in the time. The first part is a pleasing 
melody with little character. The second part is unmistakably a 
hand game song, resembling No. 98. As the singer was considered a 
reliable informant, the song is presented as it was sung. It has a 
compass of nine tones and contains the tones of the fourth five-toned 
scale; 58 progressions occur, 40 of which are major seconds (whole 
tones). (Concerning the change of tempo see No. 11.) 
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No. 100. Hand Game Song (g) (Catalogue No. 797) 
Recorded by Sinazer No 22 


VoIcE = 63 


Drum = 63 
See drum-rhythm_ below 


Drum-rhythm 


Analysis.—Six renditions of this song were recorded and show no 
differences except that the second count of the third measure was 
occasionally sung as two eighth notes. The song presents some 
interesting points of rhythm. Thus we note that the last count of 
the second measure contains a reversal of the count divisions in the 
second count of the rhythmic unit. The fifth measure contains in 
its second count a division resembling that of the rhythmic unit but 
which was uniformly sung as two sixteenths instead of an eighth note. 
The only progressions are fourths and major seconds. In ascending 
progression there are seven fourths and three whole tones, and in 
descending progression there are eight fourths and three whole tones. 
Considering A to be the keynote of the melody, its tones are the key- 
note, fourth, and fifth. Four drumbeats were equivalent in time to 
one quarter note of the melody; the drum is therefore regarded as 
having arhythm of sixteenth notes. Drum and voice were synchro- 
nous at the beginning of each count. 


No. 101. Hand Game Song (h) (Catalogue No. 738) 
Recorded by Sincur No. 7 
VoIcE e= 76 
Drum not recorded 
tp pc Pe ot ee eee 


Analysis.—In all the four renditions of this song the division of 
the first count in the first measure was different from that of the 
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corresponding count in the third measure. These slight differences 
repeated persistently show that the rhythm of the song is clear in 
_ the mind of the singer. This song is harmonic in structure and has 
a compass of five tones. The major third constitutes 76 per cent of 
the progressions, the remaining intervals being four minor thirds and 
one ascending fifth. 


No. 102. Hand Game Song (i) (Catalogue No. 699) 


Recorded by SryaEr No, 4 
VOICE a= 104 


Drum pee 104 
Drum-rhythm similar to No. 18 


Sea fp aS, ea a a ae 
ee ee 


En iggee (oS eee eee 


Analysis.—This melody progresses chiefly by whole tones, these 
constituting 73 per cent of the intervals. (See No. 28.) G is 
regarded as the keynote, the song containing this tone with its second, 
fifth, and sixth. The melody begins with an upward progression, 
though the general trend is downward. 


PiLots or HAanp GAME Sonas 


BR PERO aSaRReRe Re 


No. 94. No. 95. 


No. 97. No. 99. 
Fia. 17.—Plots, Group 13 (Hand game songs) 


The plots of these songs show an emphasis on the lowest tone 
which is lacking in other groups and which recalls the plots of the 
songs of Sioux medicine men confident of their power. 
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Hanp GAME SONGS 
MELODIC ANALYSIS 
TABLE Ir.—TCNALITY 
pote Serial Nos. of songs 
Majortonality:s tac <p aceite ace eel; eee ae Oe ete eames 7 | 9', 95, 96, 97, 98, 99, 101. 
DT aC KAN Ooo stcictatartamarrters sper ctsioel ce eae Soe aerate ee eters 2 | 100, 102. 
T Ota sac: daw eeten ceo oe See Soe ee se a ane ee eS ee 9 
TABLE 2r.—FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE 
Bee se Serial Nos. of songs 
Beginning on the— 
3 | 94, 99, 102. 
2 | 95, 101. 
3 | 96, 97, 98. 
1 | 100. 
9 


TABLE 3r.—LAST NOTE OF SONG—ITS RELATION 


TO KEYNOTE 


Vv 


Ending on the— 


‘| Number 


of songs 


Serial Nos. of songs 


96, 100. 
97. 
94, 95, 98, 99, 101, 102. 


TABLE 4r.—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG 


: Beenie: Serial Nos. of songs 
Songs in which final tone is— 
owesttone inssongseo-. Joc ce ec asar oe cee eee een tee 6 | 94, 96, 98, 100, 101, 102. 
Immediately preceded by major third below................ La\eoe: 
Songs containing a minor third below the final tone............. 1 | 99. 
Songs containing a semitone below the final tone................ ~ 1] 95. 
Motel rete pec Soe abe ewes eee ae oc eee ne ae ae 9 
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Hanp Game Sones—Continued 


MELODIC ANALYSIS—continued 


TABLE 5r.—NUMBER OF TONES COMPRISING COMPASS OF SONG 


eee Serial Nos. of songs 
Compass of— 
INENOH ONES a sace ries Gaia oe mie ee aes Ae ER eae ae dba 2 | 99, 102. 
MISH GLONOS ecw oues sein use Agoda dnactodubaaduarnontle 1 | 94. 
SSDS DOMES rece eece Nee ee cede Ute neve en A EN 3 | 95, 96, 100. 
AV OICONOS Mi Cnetae Sector Et TRE ccs canna eres 2 | 95, 101. 
FERTEO|LONCS Shing eee eee sate ees si A oe ieee sofas ok 1 | 98. 
PTR es Seems toc, aS DEAE CEM aS a oe Sh 9 
TABLE 6F.—TONE MATERIAL 
Deine Serial Nos. of songs 
Rourth five-toned Sale... 2-104 sc janistcs oo Secs ose aed aceee eens 1 | 99. 
MEA OR ULI oon oe ecient tates wae tea oa clans sioCece coe seasee hens 2 | 97, 101. 
Major triadaid SOVenth ste. soa - . fuicien es satan cee seed ae Selec 1 | 95. 
Major triad, ad SOCOMG si. 2 nis «aes sin 2in Gin winielsiw vale sige esis as sass 2 | 94, 96. 
Rirsig sour ANG Ait AB TONGS sc rt gs - ot cisco ess wccns ea sieieeecs 1 | 100. 
First, second, fifth, and sixth tones... ...-.2-.)....002s0--5e0e5e0" 1 | 102. 
Hirst, SOCOnG, And third TONES’. Wa: c..:.- oc S032 Sa see be ae alesis sees = 1 | 98. 
POP rate io ec aie yate ss: alatersiele iv ere nectar a siete wise ralee sSiecies wisrere(slals 9 
TABLE 7F.—ACCIDENTALS 
eee Serial Nos. of songs 
Songs containing no accidentals. .....-.--.---.....0secececsesees 9 
TABLE 8F.—STRUCTURE 
eee Serial Nos. of songs 
RECIOGIGH ee Sete en eae nae a cite se sneer ee aan ae Napa See a rece 4 | 98, 99, 100, 102. 
MP TERNEG sre ayae aralere eo a ote ope ela «hive enlace via Fear ble ieia'ae ain) win = alan) o| arn 5 | 94, 95, 96, 97, 101. 
SROLSU aa Aan eee ses ate ares Since ee nice nie Faia aiala cialelsriatewigs 9 
TABLE 9F.—FIRST PROGRESSION—DOWNWARD AND UPWARD 
Apmis Serial Nos. of songs 
Pheu TA NY AP Cle er are oe nis eae laelets steiplaie aio ic elaine aim. -/slaisiaiele aiaiaialsig'sie = 6 | 94, 95, 96, 98, 100, 101. 
MUP Wale cee - cia cc feiss e sniale oe aiaw Vivialmiale'siweleisisi=iw aie aia'«.owlepi- sieis=.sis/~ 3 | 97, 99, 102. 
(OT Os Sh SOAs io sce cna: Sr atic oBO ROSE OTE Te OCR UCD SD AEcIce 9 
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Hanp GamE Sones—Continued 


MELODIC ANALYSIS—continued 


TABLE 10r.—TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


Number F 
of songs Serial Nos. of songs 
Downward: 22255. ss0e sees salsa eis ae Sa eae ae RIL eee 127 
LOR ie: (6 oe es oentan sa e SOBRE oe Smet tone ase GIDE ero eT 96 
Total aq 2. cea e docs eee eee ee Re ee meee aeieeyae gees h 223 || 


TABLE llr.—_INTERVALS IN DOWNWARD PROGRESSION 


Number 7 
of songs Serial Nos. of songs 
Interval of a— 
RUG eet ok s eee oot ene ew Seats Serie ei eo cares 1 
WOUrE Re Se 2c ctac ce aae Heoee ea eats cate cele te eae eee eee eee 20 
VENTS A CUb gs La Meee Meg RIOR eae ge ee tS Be cna EN EL 30 
Min Or Chird..55 os see. aie ae oe ames et ans saa a eceeeee 29 
Maljorisecond= -st 5. ce acct nor neers ie Ce ete er oen eer 45 
Minor'second S265 goo oe <eciceree sess sae eo Saw rem eate selena ote ee 2 
DOtal 2 seiseaataee oe ee cose be ae nee ols ee USS ae soe Mae ae 127 


TABLE 12r.—INTERVALS IN UPWARD PROGRESSION 


Nee Serial Nos. of songs 
Interval of a— 

RGIS ake Seas Sena oe ste ea rita doe aaaicelceiae aoe sae 5 
WOUNDED Ao esis ce oct ys «0 Go eee ene oe Oe Re oe 17 
VENT 38 3) 1s Coe Oe A Bone aaaricrate aacencr herr Ca asapAcondas Se 21 
MinlOMGhird ic sees te ohn eR OR RT ae oc See 16 
Major Secon dis: sate. lence es oe Oe eg eee RR! 35 
MINOFSeCONG ..25- wtape: as se co a Am ee ene Bae oie SEE 2 

AOUAL: slate oe etiae stats sists sie eal dcieitee aat, dea mae sami tales en aee 96 


Totalinumberiof intervals ec f xence Seo eae oe eae OO Ee et et 223 
Potalnumber Of semitones: 220-5 ce bate nte ees Toes eee eee eee eee 730 
Averageonumberof'semitones im anintervals sees... cc cssec cece cueenees coceeee tees Seca ee ee 3,2 
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Hanp Game Sones—Continued 


MELODIC ANALYSIS—continued 


TABLE l4y,—KEY 


ee Serial Nos. of songs 
Key of— 
SNS. (0) 04. ERY gripn A at ae aOR RR ROG gO es Pet EE 1 | 96. 
OSI BIOR orate eens es asa eee nee ee Snood ee coR ements 1 | 94. 
PREG PHAIOR Se ef oee Ohce eke co ieee, hel nea co's aint 1 | 99. 
LOVETT (0° oe SRM hes ee ee eps A SE NN OLR ts 1 | 98. 
CHIN BI OMAR ene oat eat oe eee Ca wa alone one ts 2 | 95, 97. 
PAGE 1359 (0) GS IIe te eS eee a 1 | 101. 
PER MEGUACKIRE oe oe otra ee as shalse ole ee ciawank Os Sek teehee 2 | 100, 102. 
POPS = crete, Seber cayorss caae mre nee sivas yids Kae eet ene soa 9 
RHYTHMIC ANALYSIS 
TABLE 1l5r.—PART OF MEASURE ON WHICH SONG BEGINS 
ee Serial Nos. of songs 
Beginning on unaccented part of measure..............--.---.-- 2 | 96, 97. 
Beginning on accented part of measure.:...................--2-- 7 | 94, 95, 98, 99, 100, 101, 102. 
BROUBE faeete cay ig tai - tua sameeren ete is Oho wialze ute eles snc 9 


TABLE l6F.—RHYTHM (METER) OF FIRST MEASURE 


hed Serial Nos. of songs 
First measure in— 
LO Win a ae CLEA Pepa Pera Ai NE Se 5 | 94, 95, 96, 98, 101. 
Besa C Mee ssa SA Pe Da ors batawe sci oe E Bees ote ct 4 | 97, 99, 100, 102, 
PRUs res estas a rota arein Pease Siam areteiate oiciniathe walsale note 9 
TABLE 177F.—CHANGE OF TIME—MEASURE-LENGTES 
Sterehed Serial Nos. of songs 
Songs containing no change of time..................----------- 2 | 98, 100. 
Songs containing a change of time....... SRR cer aye he) re aioe Sta ete 7 | 94, 95, 96, 97, 99, 101, 102. 
MPL QE certian is eee tise eee hat vio Seb Seat Ede dae seer on 9 
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Hanp Game Sones—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 18F.—RHYTHM (METER) OF DRUM 


‘| Number . : 
of songs Serial Nos. of songs 
Hight¢h notes UMACCONteG se —\- ac =< = sem cielo vigils seme earls eens 5 | 95, 96, 97, 98, 102. 
Sixteenth notes umaccented 2-4. ase ass ae ect- alee neas ieee 1 | 100. 
Dram Not Tecord eds cso 4. eee eee es nee eae sae enolate erates 3 | 94, 99, 101. 
POCA) cies sawe ene eee ee oe eee Caen Ueee amian eee eee 9 


TABLE 19Fr.—RHYTHMIC UNIT OF SONG 


eps Serial Nos. of songs 
Songs containing— 
INO VE HINIC CHILE forse elareinie nl alent le cial si eiwlete = eis of=(ajae)aie(aerniain aii 3 | 97, 99, 102. 
es One why thmiGnivsesea o oet sic ecleiss acta elatsteielelerne aeeteiaeteiaee 6 | 94, 95, 96, 98, 100, 101. 
Y Wt) £1 BR aR er SEC COTO eO nC apnnpe COSne Bate MpUreTeAone 9 * 
TABLE 20F.—TIME UNIT OF VOICE (AT BEGINNING OF SONG) 
Alper Serial Nos. of songs 
Metronome— 
OO Sse iacacaice ale TiS ences ewes ct pees ese atten asise rime eecoseees 1 | 99. 
OS Saasteses cle calor cin ciecaleiectee enter ale cin steaeeieiota sia cinsteea meee 1 |} 100. 
LUG AB SRO GUO o arc TENSOR CDC Aen TIGRE OMRAINC HAD COUSEAOnAC etn se 1 | 101. 
De cratete wtayereis Seles. id sia Tele eietole sixd (ote nls Gln ke aie Sin Upon Rie eariie e eataterale TEST. 
OG Sr, caiman ate wae seolduupaivs ek aeicie vid’s Sicitia wt « «vine « soasinieie ariatatele 1 | 94. 
OOM rire ate ore oe ce ates ss SO SEE chs See Deas cuia oa Cee Bea ees 1} 96. 
OG arora ais a ata ela cciele ole vis tinialare Gino laalany alettuceleteicrare ative Mise Site's 1} 102, 
LL De 5 raters cere aot ae ae anchace arta ove ie he hie raye ola tna a aferale ee ais ieee 1 | 98. 
OD ah ae Sate ys Cue oe re teeY momen atk nee eae helene Soe eee 1 | 95. 
Rotalss oes cote ees ee eae Ses amie a eet eaeia acces eee eee 9 
TABLE 217F.—TIME UNIT OF DRUM 
Ape Serial Nos. of songs 
Metronome— a 
Odo etinis sci x o's see bapa oom Seek ee dc anu tae tee aeons 1 | 100. 
ROOT sce Nees cs be Soe eee ane ee STOUR cee See ee Eee eI 1} 96. 
Fe eR S CEE BREE acl otc Oe ASE Cc OE PEEAS aon eboE bor Hasba oooh 1 | 102. 
DD ieee ere nlcis em Shae Xai siavaie aay aici ate ORE ence ee em eee ee 1 | 98. 
PUG Sera ac SY see ORE ois cine oe eee ee oho Se Snes 1 | 97. 
i Sas OS ene eS Hartman ta be ned eeul ARG x LSS Sd 1 | 95. 
Drumming LeCOrded scc26 gicts ns, s ets eae eee ee ee oe ene 3 | 94, 99, 101. 
Total... <\tcasetias'« a ssisisietan seem cteatssespoe sce cesta sabioes teats 9 
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Hanp Game Sones—Continued 


RHYTHMIC ANALYSIS—Ccontinued 


TABLE 22F.—_COMPARISON OF TIME UNIT OF VOICE AND DRUM 


Number . 
of songs eres Nos. of songs 
Time unit of voice and drum the same....................-.-.-- 5 | 95, 96, 98, 100, 102. 
AO Ce SHOWOE DAMM CINE 2.0 552 Sack oc conte e tec ec asaciericimaeelons 1 | 97. 
RUIN MOET OCORGE sles viaec. ins cnet sadn cams eaten foes oeaetles 3 | 94, 99, 101. 
ER OPAL re eee a ore arate arctan cisely eles eee oe tae aare Sale tea alee 9 


MISCELLANEOUS SONGS 


The three songs next following were called ‘smoking songs” and 
were recorded by Kolorow, a member of the Uncompahgre band of 
Utes. Kolorow stated that the first of the songs (No. 103) was sung 
by a party of men on their way to the lodge of the chief. On their 
arrival the chief lit a pipe and offered it to each man in turn. The 
men were seated in a circle on the ground and the second song (No. 
104) was sung. After they had smoked for a while they stood in a 
circle and sang the third song of the group (No. 105). 


No. 108. Smoking Song (a) (Catalogue No. 781) 


Recorded by SinaEr No. 21 
Voice d= 120 


Drum A = 120 
sigs ead Satara similar to nee = 


omg Sitti tyre 
eases edie ene 
ont) Baers eee Pea! 


Analysis.—This song is irregular in its melodic structure, but is 
classified according to the latter portion, which contains the triad of 
B flat minor. All the tones of the octave except the sixth are present 
in the melody, which has a compass of 11 tones. About.three-fourths 
of the intervals are minor thirds and major seconds. 
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No. 104. Smoking Song (b) (Catalogue No. 782) 
Recorded by S1inecEr No. 21 


VOICE c= 84 
Drum eee 84 
Drum-rhythm similar to No. 20 


paiepy tit Se coeee fe == 
Bios fee oe ceesiaa tae cee 
pvpiaeee iain, eee ed 


<8 
Analysis.—Harmonic in structure, this melody contains only the 
tones of the minor triad and fourth. It has a range of nine tones and 
contains 32 progressions, more than half of which are a major third 
or larger than a major third. 


No. 105. Smoking Song (ce) (Catalogue No. 783) 
Recorded by Stnarr No. 21 


Voice = 72 


Drum a= 72, 
Drum-rhythm similar to No. 100 


2. see 


: ASSEA 
Safer ectee pee aees nae nas 


Analysis.—This song opens with the same phrase which formed 
the rhythmic unit of the preceding song, but as there is no phrase 
resembling it in the remainder of the song it is not considered a 
rhythmic unit. The compass of the song is ale six tones, this being 
much smaller than that of the preceding songs. The melody tones 
are those of the fourth five-toned scale. A rapid drumbeat charac- 
terizes the song, only one other song of this series (No. 100) having 
the same reapei caytemn, 


é 
= 


In explanation of the following song it was said that “when an 
Indian had a little tobacco which he had gotten from a white man 
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the other Indians went to his house and sang this song. Then he 
would give them some of the tobacco. Afterwards they would go 
and sing somewhere else.”’ 

No. 106. Song when begging for tobacco z 

(Catalogue No. 727) 
Recorded by StncEr No. 16 : 

Voicr d= 72 
Drum sie 72 
Drum-rhythm similar to No. 18 


Si SS eo eee eee 


Analysis.—Six renditions of this song were recorded, the last three 
being like the transcription and the others differing slightly in the 
fourth and fifth measures from the end. The song is melodic in 
structure, has a compass of 12 tones, and contains the major triad 
and second. The principal interval is the major second, comprising 
71 per cent of the intervals. (See No. 24.) The song contains no 
rhythmic unit and is not rhythmic in general character. 


The following song was sung on the arrival of visitors. The 
informant said: ‘‘We sang this song in the old days to show that 
we were glad to see our visitors. Then they gave us presents—a 
horse, a rifle, or a buffalo robe.” *° 


No. 107. Song when welcoming visitors (Catalogue No. 728) 


Recorded by SincEr No. 16 
Voricr o- 80 


Drum 2 80 
Drum-rhythm similar to No. 20 
2 
pe PP eee bs See 
ee eee ie Soares 


SSS a Se 


Analysis.—This song is characterized by the interval of the fourth, 
one-third of the intervals being fourths. The song has no rhythmic 


26 Before recording the song on the phonograph the singer recorded a few sentences which were trans- 
lated. In these he said that after the singing of this song it was always customary to give a present, and 
as the writer was a visitor he hoped that the usual custom would be observed. The writer accordingly 


presented him with a small American flag. 
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interest, which may account for the fact that the renditions differ in 
“tone values, the transcription being from the first rendition. In 
structure the song is melodic, in tonality it is major, and it contains 
all the tones of the octave except the ates and seventh. It has a 
compass of seven tones. 


The two songs next following were said to have been sung to an 
accompaniment of pounding on a rawhide. The rhythm of this 
pounding is different from that of the drumbeat in the other Ute 
songs under analysis. This rhythm is transcribed with song No. 108. 
The unaccented stroke of the drummer’s stick is in the nature of a 
rebound and might be expected when the pounding is upon a stiff 
but unstretched material. A similar rhythm was noted among the 
Chippewa and described in Bulletin 45, page 6, as follows: “In 
beginning the rhythm of the woman’s dance, the drummers give the 
unaccented beat with a rebound of the stick, so that it seems to be 
connected with the beat which precedes rather than that which 
follows it. As soon as the rhythm is well established, however, the 
unaccented beat clearly connects itself with the succeeding beat.”’ 
Thus the rhythm of the drum at the opening of a certain performance 
was as described above, and changing to the rhythm noted with No. 
36 of this series. This rhythm is further considered in Bulletin 53, 
page 10, the observation being made that the rhythm is similar to 
that of the adult heart. The rhythm occurs with only two Chippewa 
songs (Nos. 11 and 12, Bull. 53). These are the songs of a war 
messenger and the song which was sung on his return. 

Concerning the preparation of the rawhide used with the Ute songs 
it was said that two large buffalo hides were sewed together and 
allowed to dry, so that they were very stiff. Holes were cut at inter- 
vals along the edge and a thong passed through the holes. Both 
men and women stood around the rawhide holding the thong with 
the left hand and pounding the rawhide with a stick held in the right 
hand. Often 10 or 12 persons stood around the rawhide. 

When singing No. 108, a party of men carried the rawhide from 
tent to tent. No gifts were expected, the song being one of the 
“‘serenades”’ which are noted among numerous tribes. 
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No. 108. Serenade (Catalogue No. 729) 
Recorded by Stncer No. 16 
Voice J= 72 
BEATING ON RAWHIDE g— 72 


See rhythm below 
-O-« 


Be pt EEE Seale == =s=2 a= = 


Rhythm 


3 


iit! Fogee 
2 Re ir alee De i 


Analysis.—This song is harmonic in structure and contains the 
tones of the fourth five-toned scale. It progresses chiefly by whole 
tones, about 61 per cent of the intervals being major seconds. (See 
No. 24.) The fourth is also a prominent interval. 


The singer who recorded the following song did not describe it as 
a “serenade.” He said that men and women stood around the raw- 
hide, and that “they did this only once in a while in a large village, 
at night.” 
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No. 109. Song around a rawhide (Catalogue No. 785) 
Recorded by Sincer No. 2 


Vorcr e = 96 
‘ BEATING ON RAWHIDE g=— 96 
Rhythm similar to No. 108 


Analysis.—In this song the fourth is raised a semitone. The song 
contains all the tones of the octave except the seventh and is har- 
monic in structure. The progressions number 44, somewhat more 
than the usual number in Ute songs. Only four of these intervals 
are larger than a minor third. 


The following is an example of an old dream song. As indicated 
in the songs of the Bear dance, it is not unusual for young men at 
the present time to “receive songs in dreams.” (See p. 60.) This 
song, however, was recorded by Kanav (pl. 10, 6), an aged man, 
who said that his uncle “dreamed” it and that he used to sing it 
when he was alone. The words were not recorded, but were said to 
mean “ We are playing along the shore.” 
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No. 110. Dream Song (Catalogue No. 799) 
Recorded by Sincur No. 23 


Voice a = 120 
Drum not recorded 


(1) 


pay ce yer pee 


(1) 


peer ty tet? == esas tas 


i oo Sar 


Analysis.—Four renditions of this little melody were recorded with- 
out a break in the time. The keynote is A, and the melody contains 
only this tone and its second, third, and sixth—a tone material not 
occurring in the songs previously analyzed by the writer. More than 
65 per cent of the progressions are whole tones. (See No. 28.) Part 
of the melody lies above and part below the keynote. Two rhythmic 
units occur, the first in triple and the second in double time. 


Prots or MIscELLANEOUS SONGS 


This group of songs is diversified in character and the plots show 
no prevailing type. The following outlines are interesting in their 
variety and may be compared with the corresponding songs: 


PCH 
EEE eH 


No. 108. 


Pep Tat TTT FE 
RAG G7 Geese PaaS hae ss 
PERE ECE FEC 

BEE CCC tae SRESASCeCateen aR 


Hoek [/ = 

HEHE [| Pe YT TIN 
ECE A Naan 
Peer ra ree 


No. 109. 
Fic. 18.—Plots, Group 14 (Miscellaneous songs). 


25043 °—2218 
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PARADE AND MISCELLANEOUS SONGS 


MELODIC ANALYSIS 


TABLE 1g¢.—TONALITY 


aus Serial Nos. of songs 
Major tonality <<. 22 - cose. soem ew = meee cies a= se one wnsss si mmm 16 | 83, 84, 85, 86, 87, 88, 89, 90, 92, 
93, 105, 106, 107, 108, 109, 110. 
Minor-tonality = 0225. cess < escem nam serine sen nines sinse wm aisei-'= 3 | 91, 103, 104. 
DG tall oa oeesns ecian soins eats tie te a eligi eee ieee tS 19 


TABLE 2G.—FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE 


Number 


of songs Serial Nos. of songs 


Beginning on the— 
Dleventh. och cchiscesaass cel Saas ss seetnchgewedeowere lst wee 


103. 
85, 88. 

92, 93, 106, 109. 

83, 84, 86, 87, 90, 104, 105, 109. 
89, 107, 110. 

91. ° 


pe wor Ne 


TABLE 3¢.—LAST NOTE OF SONG—ITS RELATION TO KEYNOTE 


one Serial Nos. of songs 
Ending on the— 
BRS ES eagea nin nial nh olale amie ale isle elmtn ad aint atclalate a wie n= wal wintsininl= =eiel= 11 | 83, 84, 86, 87, 88, 89, 93, 104, 
106, 107, 108. ; 
Keynoteccsencsssstiemesecitce eae ane team eae cen ae eaes 8 | 85, 90, 91, 92, 103, 105, 109, 110. 
AUG EN Re Sha Saaene ine SuSoCco St custo aD os adooCeseeonscond 19 


TABLE 4g.—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG 


ile: Serial Nos. of songs 

Songs in which final tone is— 

EOwest LONEIN SOUL 6 cc css closes mslacir cise siem ee ceine's eon cteeete 16 | 83, 84, 85, 86, 87, 88, 89, 90, 91, 

F 92, 93, 103, 105, 106, 108, 109. - 

Immediately preceded by whole tone below...-.-.-- ames cae 1 | 104. 
Songscontaining a minor third below the finaltone.........-...- 1 | 110. 
Songs containing a whole tone below the final tone 1 | 107 

Dota) focie cs isomascae aces aces sviseeenenteaaes doe fka es eeeee 19 
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ParRADE AND MiscELLANEOUS Sonas—Continued 


MELODIC ANALYSIS—continued 


TABLE 54.—NUMBER OF TONES COMPRISING COMPASS OF SONG 


one Serial Nos. of songs 
Compass of— 
PERMOLVOLONGS areas. Mit ote aac = ane mee eee sees 3 | 87, 88, 106. 
GVO GONGS cot neta. Aenea sais ee gee en Sethe eae mee oe 2 | 93, 103. 
Monillomesxece Saas seis <einisces Sea epee re ence ecanw'apaeaca ke 2 | 85, 89. 
INGO DOTCSy.aaait- eats tS aauetioter me st ah cosets anssater eas 2 | 83, 86. 
ASHE CON OS ain ae sors See Sa Meee aig eats aes coke Sh eee ee oe 7 | 84, 90, 91, 92, 104, 108, 109. 
BOV.OULOMCS aoe oi coke Pore ce = carsales aes oral osraiorsaienine Sea es 1 | 107. 
Six tones 2 | 105, 110. 
RG Gaere se ee ee ape ooo os ae ae ee oe cc Sees oe ans See 19 


eee Serial Nos. of songs 

Second five-toned sealesys. .5- . aie s<sei- owe secede pales casters 1 | 91. 
MOUELD AVe-LORG SCAlO LK. oa 2 = ema an Dace cine one cminsinfe wie wnis = 3 | 87, 105, 108. 
MpOntLingiaAngtOurtn. codec t. oe fom som cca be apes sedecnas sos 1 | 92. 
Mayorteniad and SeCONd= a5 - 52). so = 0c odie -c Solnigisa ae encee Seas. HE 4 | 84, 88, 93, 106. 
MANO MAG and 10UEH= oso: h-~ 2 tase cies <n atgcinseeeands se 1 | 104. 
OeTAV SE OI POCO te mee ean estes oc nisawiciciseie seein =e mee wcteieic ate =( 1 | 89. 
Octavecomplete exceptseventh 5 | 83, 85, 90, 103, 109. 
Octavecomplete except seventh and sixth...............2...-.. 1 | 107. 
Octavecomplote except fourth .- - 2. 52.64... o we ole seen eee oe eee 1 | 86. 
First,second, third, and sixthtones...........-.....-..-.-------- 1 | 110. 

WOUR ace cecas SE Hee nis tae os claim ine sa ewic eens ese aeeeae Sone 19 


TABLE 7¢.—ACCIDENTALS 


aoe Serial Nos. of songs 
Songs containing— 

ING ACCIDOMG AIS eros c cats oa on soils aan = siapeleaialslaelnvicinieie'® selasle 17 | 83, 84, 85, 86, 87, 88, 89, 90, 92, 
93, 103, 104, 105, 106, 107, 
108, 110. 

Seventh raised a semitone... 5... nese n ewe ceces-cene snes 1 | 91. 

Fourth raised a semitone 1 | 109. 

Payee eee teh erste Sete are oes es ee ee pei inci weinatensees 19 
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PARADE AND MISCELLANEOUS Sones—Continued 
MELODIC ANALYSIS—Continued 
TABLE 8G.—STRUCTURE 

Son Serial oe of songs 
iN (3) tat Lege eee ie rea Any Sr at Sire sc eect Gace oeee 9 | 83, 86, 87, 90, 103, 105, 106, 107, 


110. 


Melodic with harmonic framework 


6 | 84, 85, 88, 89, 91, 93. 
4 | 92, 104, 108, 109. 


Harmonies ..<.c0 socence see rece re cletisnieseee wines suai eee wees 


OEE a Gees Genesee nC COB GE SUDO COO OO SC SoOCRCnEE CO OSOE 19 
TABLE 9¢6.—FIRST PROGRESSION—DOWNWARD AND UPWARD 
von Serial Nos. of songs 
DOWUWaAld base sacsceconnes -ssoenccntia tome seme teen ners eraser 14 | 83, 84, 85, 86, 87, 88, 89, 92, 93, 
103, 104, 105, 107, 110. 
UW ia EO seek te at atass accicicis wie ahr Sa sicta sais ata sete eictelepecteeeereas sesame 5 | 90, 91, 106, 108, 109. 
DPotalos nc cccaece come cee ae so ons «eee Sowe ee wee oeeeeeeame 19 


TABLE 10G¢.—TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD 


eras Serial Nos. of songs 
IDOWRIWOTC. soe: cosecteuon scant. -cemenmaaceoae deenctes eaters 339 \ 
WET coche ws nea see esate ivi Sapa ores See Sem en cies 214 
TOGA chek 5 occ ae cee ons sisise aici at wicte seein canes smerte 553 


TABLE 1la4.—_INTERVALS IN DOWNWARD PROGRESSION 


Porat: Serial Nos. of songs 
Interval of a— 

MLC HR es tron cena satel eine Mac ae ee ameter a ae ae eee: 4 
OMY Gta cs)s, oes s Racin s ooo veka con aa oeeeManes Oem tee ae 64 
Majonthird..cc-5-: 26056225 RAS SS Fa ais Sas aes aia See eee iSeries 35 
Minorthird soc Seivin 52 v seis nas odes reset coe ces oa leider ee 55 
MajOUSOCONG. 22% 0.22 mss: vet ca ve casedecescaes sen sesee helene 170 
MEIROT/SOCONG. shee ns < ces see se ace sn sss oessencseeisear eeeeee 11 

WD Ob ale osets «abo asass coon sees tone eee eens Gane aca e eee 339 
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PARADE AND MISCELLANEOUS SonGs--Continued 


MELODIC ANALYSIS—continued 


TABLE 12¢4.—_INTERVALS IN UPWARD PROGRESSION 


Bed Serial Nos. of songs 
PN GEES a epee etme eet Ore ahora ate wncek REG oOreaiecer mete cenaio’ 1 
(DGIES up Salle Gok Nee Gee tee PRS Nest en So) ae tea ORR aS 1 
DOV ONCE Cease Mee cette ee om cae cise aia staetaas Azceae ice Ue speicaGeraie tree 1 
ME AVOT Six Here ee nS Ney ahaa oie orate occas See tne od ne Saw 2 
PMIDHORSEREM Seva hat ee ote Saami aaiceats oa caine Soee ton Bianye 2 
SUED yo ad cote RS er a Re ts a ge ce Se 23 
EI ORES UR Eras aetse acts oiaieis eas este aeelacel steno ns toni eee ee caer 42 
NEA OMG DING Soc re ate ne aciee as tse alge oe Shah nis aveience Beas Done Es 22 
Minorthind = .%3..-5- 252 its eeed obrad sore ee SeriN ace Coton chee 21 
RESTOR SCCONG onal va occas iticwie's Sapa Uwe Ea eeeae ceeeenineecemese 93 
MINORS PCO sce. Celie we an = ante = siait cients Sein win so cloelaeiolasint else anc as 6 
BUOUAN Aer secret cmiee same oe we eco eae e wee macisiewe nivuemeena sce 214 
TABLE 13¢.—AVERAGE NUMBER OF SEMITONES IN AN INTERVAL 
INSTAR OULU CEM GIS ctor e cians toyce ls cision) ae aioe eaing'eie ela cata sora Saletwe oni a’enisis'eiscigsle’s siakis co's Soa eeeeece siete 553 
INGEEEOTIONSETRILOLGS So2 5 ao ta anton ai ciate Sake Wom aie ae cache Se afk ea ore laial cm eaeiee soe Dale Sa aala hla e elaletenors 1,789 
Average number of semitones int an interval..............22.ce ccc c ecw ccc c ecco te cce cence ccesceessces 3 
TABLE 14G.—KEY 
ee Serial Nos. of songs 
JSG SECE We TRESS SCE Dito) 8 a a) Se er ge arts en reno eae 1 | 110. 
ESE AG AS NOL see tte ee ces oe A a= ie. wl sos oy Ss eo sete cies Hicnls wee 1 | 109. 
EAA G DMMOL ata atc cine ha anna nares ee ey Seeine = etek ebeeseecreceeeens 1 | 103. 
SE RIOE ne eerie ie ois aoe a ain psi o epine melee ein vis wiolo ete orien einleie ache 3 | 85, 87, 89. 
WD) PaaS] OM are Faso orale isieie Fiat wre wtorebbvolelbrapeicicinisjeicis/Sis cialis a asmeaatcininta’aye 2 | 88, 90. 
TORS is 0 C4 (0) SRS a Oe as yi Noone eS Ee 2 | 98, 106. 
JOSTAS) Abe ae Sar a ee cee te Ie ea 2 | 83, 105. 
JME GST. 0 page begepe Sen GR BSnE Oe TONE Os at Bean arC beacons sameamr ce 2 | 92, 107. 
BH ARI CP PPEEAATION Sava oo a) = nya See = Sie a mini eiwipiwia.ialaiels Mein'si='e i= AS oman eg 1 |29%, 
G major.. OE SEE RCEBOD CO OBC IOC oC 0 JOGA EY TO SIC COCO M OAT? 1 | 86. 
POSLEGI ROTOR see erste cst taye sei nonin a ata als din nia o\ersitfovarele aie.a ¥/etwye a/alefe tiers’ 2 | 84, 108. 
CRAP EOLION s citic vic sinless aiveie ais sinierr nie. vip mielsle siecig Sieivie'eidiet dieie> sain 1 | 104. 
ERROUGN osteo ee aaa wad icin iateln te raieje Sbiawinveye.e eee 19 
TABLE 15¢.—PART OF MEASURE ON WHICH SONG BEGINS 
pierre Serial Nos. of songs 
Beginning on unaccented part of measure...........---------+-- 15 | 83, 84, 85, 87, 88, 89, 91,92, 103, _ 
104, 105, 106, 107, 102, 109. 
Beginning on accented part of measure.......-....-.-.-+---+---- 4 | 86, 90, 93, 110. 
SOG a lermtane te tia cote nse ae siete ls crcemela wines sisi woeiee a Serare aain 19 
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PARADE AND MISCELLANEOUS Sones—Continued 


RHYTHMIC ANALYSIS 


TABLE 16¢.—RHYTHM (METER) OF FIRST MEASURE 


Number 
of songs 

First measure in— 
Dod ULC scetes ara ates ie aie ae ee iS Sere aera eet 12 


ne 
aN 
& 
B 
fo} 
=3 


Motale mc Qer tied acta ctescera ose eeGe eae ataee serene este eer 19 


Serial Nos. of songs 


83, 85, 88, 89, 90, 91, 93, 105, 
106, 107, 108, 109. 
84, 86, 87, 92, 103, 104, 110. 


TABLE 174.—CHANGE OF TIME, MEASURE-LENGTHS 


Number 
of songs 


Serial Nos. of songs 


Songs containing no change in time: —- 25... c.cjecescceecscceceoes 19 


TABLE 18¢.—RHYTHM (METER) OF DRUM 


Number | 
of songs 
ighth: NOves UNACCONLED y. yo cioarn wine wisteta vise eo eiale nie erste sisi ation 
Quarternotesinnaccented). <2 nia. ceaena ater niee w= cce ecu ane 
Each beat followed by an unaccented beat corresponding ap- 
proximately to one count of a triplet................2....-0000 2 
Rapid beat resembling a tremolo at opening ofsong, followed by 
AiQUALLEr-NOCO POAab =<. foc </< sowie vn asin setes ae wade ates me eee 3 
Drom NOUTECOACd.<. ot ccaacch vec cas cts teeenece ee Tee 5 
otal oz occ ee cee peo sce ossee nian eee Ree Ee 19 


Serial Nos. of songs 


90, 105, 106. 
84, 89, 91, 103, 104, 107. 


108, 109. 


86, 87, 88. 
83, 85, 92, 93, 105. 


TABLE 19¢4.—RHYTHMIC UNIT OF SONG 


Number 
of songs 
Songs containing— 
NO TRY amici Unit: = <13:< cct<eeim ate cee eee eeiee ee eee ae ll 
ONeriy thmile Wil somo wee Seen cman oe ee Ree 6 
worhythmie tinitss: |... c asec re aewas esses tence com eees ¥ 
Threoraythmicunits +2 <1. seeucoosaet anette cee ee 


ORT Ie Seen Se SERS Seer c RSC Se ERIAAC HEAT EN a aAre 19 


Serial Nos. of songs 


86, 89, 90, 91, 92, 93, 104, 105, 
106, 107, 108. 

88, 84, 85, 88, 103, 109. 

110. 

87. 
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PARADE AND MISCELLANEOUS Sones—Continued 


RHYTHMIC ANALYSIS—continued 


TABLE 20@.—TIME UNIT OF VOICE 


pipes Serial Nos. of songs 
Metronome— 
GO eee epee ee Ke inc Se mie eee tale cleo aS inle Bn cie nie'=isc 1 | 89. 
Garena Me te etemininst enone eae ceruitelaceat slot t.e'oon See nein: 2 | 83, 87. 
GG ere Saree nein ote ore Saints sisicicin wip nites cise a wiscan oot baets 4 | 84, 86, 88, 89. 
2 Remnee ROMA ES 3 Ae, Sas Y a ASS ee ce 3 | 105, 106, 108. 
SO Lo Rea ee ee SE RE a a ee eee aes 2 | 90, 107. 
EL BS” SRE & et RS i a ae ee a I ee Tra 1 | 104. 
SR eee ere ane te Teas once cabccsecssaabiegenews oe 1 | 85. 
Oe tend: BRE Snap 2 ae ee IAP e Its 1 | 109. 
Oe ee heen ere. oe Sie EES eatin a win niafoaiwcie sense ce sister 2 | 103, 110. 
Py ee eeeeeacc hae neh raic te si clottincisiei cits nisin. sles inisin elon =e aris 2}. 9L 923 
EON AEE lt Ma iter Recreate PE a ee ait 19 


TABLE 21G4.—TIME UNIT OF DRUM! 


— eee". nn eS 


Pia Serial Nos. of songs 

Metronome— 

GD eee aiarc alc eiaralalote’ajata'o:bia'a:e aieva\e\n’otslaiaia’s'sis(siaie’ie-n,n\sie(aicisini='r i= 1 | 89. 

Sone ect stare ae oe ann cm ceieniniat a/anfere men cine Sait «5 ale. te oforaien 1 | 87. 

Cee acres ee een wre cre teases ewe ots olelebtoliplncita oes. 3 | 84, 86, 88. 

ieee ae ee anise akin stale ereiszicie Sinislote «iviciwie'slewlenln sistmnie se B=te'= =.2im\- 1 | 108. 

Me Ee Rese Bot at cc ne ncto ane cla njetwas ons tepieb cis ale et= Benin 2 | 90, 107. 

em RRS rats OPN ee eh ec. Mole ciatale afaysietisininls isticinie meen ae 1 | 104, 

CAS ane et eee eR en ces nies ste nn sels inaieintaicte dyelate\e eleieny a:sinlele'»'ale'ac 1 | 109. 

FS eee aa ce are era ata a'o saya Stalsln wiualaininelbimrelnina yes t.e"elsjeee,= nisi 2 | 105, 106. 

A eee gs te tos a ae le cin cid cw ais aiainie San eistaie'ais einse'miela nse 1 | 103. 

ls a ee, eS cn Peatae ipa ee curse anes See pee sree 1a 2p es 
MPI HOUT OCOLMEG sce o. c. woo awiicciclninview ee cmocinclsntamserdcless eres 5 | 83, 85, 92, 93, 110. 

TGS KIM ee es aise ere See panisaes ase ane <a meee na 19 


TABLE 224.-COMPARISON OF TIME UNIT OF VOICE AND DRUM 


Number 
of songs Serial Nos. of songs 
Time unit of voice and drum the same........------------------ 13 | 84, 86, 87, 88, 89, 90, 91, 103, 
104, 106, 107, 108, 109. 
Voice slower than drum........---------- GERD ABSORCOUAODE coneeae 1} 105. 
Drum not recorded.......---.----+-+--++-eerseeees erect eerste 5 | 83, 85, 92, 93, 110. 
RTE lhe 2c SOSA Aarne oo PR np Se OACe: De Oee ene hs ahets Sammie 19 


1A tremolo drumbeat preceded the even drumbeat in Nos, 86, 87, 88. (See analysis of No. 72.) 


200 BUREAU OF AMERICAN ETHNOLOGY [BULL. 75 
RUDIMENTARY SONGS 


The repetitions of the preceding songs show them to be entities, 
having a beginning and ending, and clearly remembered by the singer. 
The following material is different and may be called “the stuff of 
which songs are made.’ It has no definite ending and the perform- 
ance could probably have been continued indefinitely. The trans- 
cription is closed at a convenient point in the melody. A rhythmic 
feeling is evident, but there is no repeated unit of rhythm except in 
the first song. The melodic formation is largely on a major triad. 
It appears as though the tones of a major triad were in the singer’s 
consciousness and he made combinations of these and other tones 
as suited his fancy. The intonation on the octave, or bowndary 
of the melody, was reasonably. good, the fifth was somewhat less 
assured, and in many instances the other intervals can be indicated 
only approximately by musical notation. The several singers had 
no hesitation in beginning the songs, seeming as familiar with this 
variable form of musical expression as younger singers with the 
conventional song. The three old women who recorded these songs 
were in the room at the same time and each seemed to concur in 
the others’ performance. There was no opportunity to learn whether 
they could duplicate these performances at a later time, but it seems 
extremely doubtful that they could have ‘done so with any degree of 
exactness. It was said that the accompanying stories were narrated 
to the music. Thus, if the narrator changed the words of the story, 
he would probably vary the music accordingly. 

All these stories are about animals, and we note in the music a sug- 
gestion of the characteristic of the animals, though this comparison 
can not safely be pressed too far. In song (a), which is said to have 
been sung by the prairie dogs, the tempo is rapid and the movement 
of the melody can be described as agile. Song (b) also is in rapid 
tempo and concerns a race between the tadpoles and the mice. In 
song (c) the motion of the story is less marked, but the tempo of the 
song is the same as in song (a). Only a portion of the cylinder is 
transcribed, as the phrases after the change of time were repeated 
over and over with slight changes that are not interesting. Song (d) 
presents a much slower tempo and a heavier,type of melody. The 
accompanying story is that of the bear who stole the wolf’s wife. 
In this, as in song (c), a large part of the phonographic cylinder 
contains only the phrases which appear in the latter part of the 
transcription and which are repeated in varied but unimportant forms. 

Wiyu’ts (pl. 11, 6), an aged woman who recorded the first three of 
these songs, said that she learned them from her mother up in the 
canyon. When she was a little girl her mother sang them to her and 
told her of the time when ‘“‘the wolves were people.” That was 
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when her mother’s grandfather was alive. She said that “the wolves 
worked at all the industries. Both the men and women worked, 
and when the woman got tired the man took his turn and worked. 
Each worked five times in a day when they were smart. The wolf- 
man made a rabbit trap and tanned the hides so they were soft for 
blankets and clothing. He had a stone knife. His wife wove cloth 
of bark. They ate chokecherries and lived in a house woven like a 
birds’ nest. Their dishes were made of sand and dirt. They made 
kettles of sand and dirt and boiled meat in them. They also made 
frying pans and plates. After they made these things they had a 
fire, and when the fire was red they put the dishes in the fire for a 
long time, which made them hard and strong. Their bread was 
baked in the ashes, and they had nice white bread. Sometimes they 
made bread out of chokecherries.”’ 

In addition to the songs which are transcribed Wiyu’ts recorded a 
song which she said the wolves sang, but by an unfortunate acci- 
dent the cylinder was broken before the song could be transcribed. 


STORY OF THE PRAIRIE Dogs 


The following story was sung to the melody transcribed as ‘‘Rudi- 
mentary Song (a).”’ 

Once the prairie dogs and the wildcats were all white. There was 
a prairie-dog man who wanted a wildcat woman to run away with 
him. At first she did not like him, but afterwards she ran away with 
him. Her mother did not want her to marry the prairie dog because 
he did not hunt. Her mother wanted her to marry the magpie, who 
hunted and got rabbits and other animals. So the mother went and 
took her daughter away from the prairie dog and gave her to the 
magpie, who gave his mother-in-law everything that he got in the 
hunt. They lived up in the mountain. The mother-in-law told the 
prairie dog that he was of no use because he lived in the ground. 
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Rudimentary Song (a) 


VoIcE ApS 84 
Drum not recorded 


2 eee Ee ese ie 
C= ae 
Se eS 
i see ere re rea eeee Ere 
SaaS SSS 


STORY OF THE FROG’s CHILDREN 


This story was related in song, a portion of the melody being tran- 
scribed. The story, in the words of the interpreter, is as follows: 

The frog ate a great deal, and so he was very fat. The jack rabbit 
was as big as a dog, and he bit the frog on the face and leg. The frog 
was so fat he could not run away. The rabbit shook the frog and 
said, ‘You can’t make me let go.” Then the frog said, ‘Yes, I can.” 

Afterwards the frog’s little children (tadpoles) ran!races with a 
mouse. Before the race they shook hands, and the mouse said, ‘You 
can’t beat me, you have such fat tails” ; but the frog’s little children 
won the race, 
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Rudimentary Song (b) 


Vorcx J =—88 P 
SS aa 


7 S 
A 5 he) ——_, Es 
PTH" Va _] all BS 


f 
NSP, = i+ @ gti ot ba ie z= 


Sita 


Srory oF THE Rep Buc AND THE Fox 


The story narrated to this melody was as follows: A red bug on 
the ground stung a fox so that he could not lie down. When he 
awoke he cried with pain all the time. He cried every hour. The 
fox was not afraid of the bug. He stayed close to the bug all the 
time and said to the bug, ‘‘Good morning; wake up,” quite early in 
the morning. Then the bug wanted the fox to dance with her. The 
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fox said, ‘‘No, we can’t do that; go to sleep.” She said, “‘I can’t.’ 
He said, ‘Yes you will, yes you will.” He said it twice. She said, 
‘Good morning, sir; good morning, sir.” 


Rudimentary Song (c) 


Voice A 88 


The following story was related and its song recorded by Fanny 
Provo (singer No. 13). 


Story OF THE BEAR wHO STOLE THE WOoLF’s WIFE 


A bear came and stole the wolf’s wife. She had a little baby. 
The baby cried, and so the father wolf followed the bear’s tracks 
and found the mother wolf. The bear was very angry and began 
to fight with the wolf, but the wolf threw him on the ground and 
took the mother wolf away. The bear had told the wolf that her 
husband could not beat him, but the wolf threw the bear on the 
ground and beat him. The little wolf baby cried and screamed while 
his father was away. He was glad to see his mother and ran to her. 
The mother wolf did not want to leave the bear, but her husband 
made her come back with him. 


Rudimentary Song (d) 


Voice oa 63 
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PLots or RupmENTARY Sonqs 


A different method has been used in the “plotting” of the rudi- 
mentary songs. Heavy horizontal lines are used to represent the 
keynote and its octave, a light dotted line represents the third, and a 
heavy broken line represents the fifth. On these horizontal lines the 


(c) (d) 
Fig. 19.—Plots, Group 15 (Rudimentary songs) 


progression of the accented melody tones is plotted by means of a 
curvedline. It will be noted that, with few exceptions, the accented 
tones occur on the intervals represented by horizontal lines. Ac- 
cented tones occurring on other intervals are represented by curves 
at approximately the correct distance between the horizontal lines. 


APPENDIX 


In order to test the accuracy of certain observations concerning 
the relative rhythms of voice.and drum in Indian songs, the writer 
secured the courteous cooperation of Dr. Dayton C. Miller, head of 
the department of physics, Case School of Applied Science, Cleve- 
land, Ohio. The phonograph on which the Ute songs were recorded 
was taken to Cleveland, together with phonographic records made on 
the reservation. These records had already been transcribed by ear, 
the only instruments of measurement being the piano for the pitch 
of the tones and a standardized metronome for their time duration. 
The phonograph was installed in Dr. Miller’s laboratory (pl. 12), 
portions of two records were played by the phonograph, and the 


[UG Be eed Riki pak Mae LOR i Marek come Raney ieee | 


) 


Fic. 20.—Photograph of drumbeat 


sound recorded graphically by the phonodeik. (See pl. 13.) The~ 
accompanying analyses of the photographs, kindly prepared by 

Dr. Miller, show the result of the test. A full consideration of the 

phonodeik, invented by Dr. Miller, is contained in “‘The Science of 

Musical Sounds.” ”” 


ANALYTICAL STUDY OF PHOTOGRAPHS TAKEN WITH THE PHONODEIK 
WOMAN’S DANCE—NO. 37 


A portion of the music of the Woman’s dance, of about 23 seconds’ 
duration, as reproduced by the phonograph, was photographed with 
the phonodeik, making a film record about 38 feet long. The part 
of the song which is photographed begins when the stylus of the 
reproducer of the phonograph is about 2; inches from the beginning 
end of the wax cylinder record; it is at the beginning of a new stanza 
of the song. [A portion of this photograph, with its musical 
transcription, is shown in pl. 14.] 


27 Miller, Dayton Clarence, The Science of Musical Sounds. New York, 1916, pp. 78-88, 
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b, Tone photographs of close of second and all of third measure of Lame dance song. (Sections ¢ toh, pl. 16) 
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The first purpose of the study was to determine the relation of 
the drumbeats to the accents of the voice. In the photograph there 
are 62 drumbeats, which are indicated on the photograph by white *’s, 
and they are numbered consecutively by numerals in circles as @. 
The effect of the drumbeat is to produce a short series of vibrations 
of the general pattern shown in figure 20. 

When the voice is very soft or silent, the drum record is as shown 
at @ and @; when it is superposed on the voice, the effect is shown 
by a few extra wide vibrations, as at ©, @, and @. By careful 
‘study it has been possible to identify all of the drumbeats, though 
some of them are faint. 

The dots in a row below the sound record are time signals one one- 
hundredth second apart. In taking this photograph the film was 
moved. by hand, resulting in a varying speed; when the dots are 
nearer together, the corresponding speed is slower. The numerals 
between the *’s are the time intervals between the drumbeats in 
hundredths of a second. 

The first study of the photograph shows a remarkable regularity 


_in the rhythmic beats of the drum. The beats occur in pairs follow- 


ing an accented tone of the voice; 30 pairs are shown on the photo- 


Ratio of 2:3 e e e ® e e ® e e 


Ratio of 1:2 e e e e ® @ e ® 


Fig. 21.—Ratios of drumbeats 


graph. The interval between the two beats of a pair is, in 17 
instances, 0.29 second; there are six intervals of 0.28 second, four 
of 0.30 second, two of 0.27 second, and one of 0.31 second. The 
interval may then be said to be 0.29 second, with a variation rarely 
exceeding 0.01 second either way. ‘The average of intervals between 
the pairs of beats is 0.45 second, there being seven of this length; 
there are 10 intervals of 0.44 second, five of 0.46 second, three of 
0.43 second, and five of 0.47 second. Thus the average interval 
between pairs is 0.45 second, the variation from this value rarely 
being more than 0.01 second and never being more than 0.02 second. 
The ratio of the interval between the two beats of a pair to the 
interval between pairs is almost exactly 2:3, and this ratio is main- 
tained with mechanical regularity throughout the song. It was 


— suggested that the drumbeats might be thought of as occurring in 


triplicate with one beat of each triplet omitted. This would require 
aratio of 1:2. The difference between the two ratios is shown in the 
spacing of the dots in the following rows (fig. 21): 

A further noticeable peculiarity is that the first beat of a pair of 
drumbeats follows the beginning of an accented voice tone with 
great regularity. Of 25 such instances identified on the photograph 
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the drumbeat follows the voice by 0.12 second in 12 cases, and in 
no instance does the interval differ from this by more than 0.02 second. 

A comparison has been made of a portion of the photographic 
record, about 20 feet long, between drumbeats ® and @, with the | 
phonograph reproduction timed with a stop watch. In this manner — 
it was possible to locate the principal notes in exact time. 

Figure 1 [pl. 15] is the music.as originally submitted, transcribed 
from the phonographic record. The letters A, B, C, etc., indicate 
certain distinct notes of the phonographic rendition; the correspond- 
ing portions are marked with the same letters on the upper edge of 
the photograph. While listening to the phonograph the relation of 
the pairs of drumbeats to the music was noted by ear and roughly 
marked on the score thus: O‘O‘O‘O‘O*. Thirty-four of these beats 
are numbered on the score, and the same beats were identified on 
the photograph and correspondingly numbered. By noting the rela- 
‘tion of the drumbeats to the notes of the score and by observing the 
variations in the width (loudness or rhythm) of the photographic 
record as related to the corresponding drumbeats on the photograph 
it is possible to locate the beginning of each note of the music. The 
corresponding notes of the score and the photograph are lettered 
a, b, C—P, 4; T- “ 

Figure 2 [pl. 15] is a diagram showing the exact time relations of 
the drumbeats and notes, as determined by counting the hundredths 
of seconds on the photograph. The spacing along the staff shows 
the exact time value of each note and the relation of each note to 
the drumbeats. The bars [marked ©, ©, @, etc.] are the drum- 
beats, numbered as on the photograph, thus (8). The numbers 
between the circles are the intervals, in hundredths of a second, 
between the drumbeats. The numbers above the notes are the inter- 
vals, in hundredths of a second, between the beginning of the notes 
and the succeeding drumbeats, as counted on the photograph. 

The numbers below the staff, as 109, 39, 27, etc., are the intervals 
between notes (length of notes) in hundredths of a second. Inspec- 
tion shows that 9 is approximately a common divisor of this number, 
and for purposes of comparison they were divided by 9, the approxi- 
mate results being given in the next row of figures, as 12, 44, etc. 
These numbers are proportional to the lengths of the notes. Assum- 
ing 8 to correspond to a quarter note, the first note is a dotted quarter, 
and the second is an eighth note, etc. The interpretation of the 
lengths of the note in musical notation may then be written as in the 
last line of figure 2 [pl. 15], and inspection of this series enables the divi- 
sion of the notes into appropriate groups for the bars of music. This 
latter operation should properly be done in connection with the 
phrasing and rhythm of the words. 
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The pitches of the notes having been obtained from the tran- 
scribed record, the completed musical transcription is obtained as 
given in figure 3 [pl. 15]. The revised location of the drumbeats is 
shown by the dots below the score. 

One of the interesting results of the quantitative transcription of 
‘this phrase is the fact that it agrees so well with the original musical 
transcription. There is no essential difference. Perhaps the omis- 
sion of the measure in 3-4 time is not justified, though the exact time 

value is as given in figure 3 [pl. 15]. A more extended study would 
certainly make possible an exact transcription of the whole song, but 
the close agreement of the two methods hardly justifies the great 
amount of labor involved in the photographic method. This study 
was undertaken principally to learn what could be done if it were 
desirable. 


LAME DANCE—NO. 39 


The portion of the music of the Lame dance of about 15 seconds’ 
duration as reproduced by the phonograph was photographed with 
the phonodeik, making a film record about 19 feet long. The part 
of the song which is photographed begins when the stylus of the 
reproducer of the phonograph is about 2-3; inches from the beginning 
end of the wax cylinder record. The original musical transcription 
of the portion photographed is given in figure 4 [pl. 16]. The pur- 
pose of the study was to determine the relation of the drumbeats to 
the rhythm of the voice. The record of a drumbeat appears on the 
photograph as a short series of vibrations of the pattern shown in 
figure 20. 

Thirteen consecutive drumbeats have been identified, and they 
have been marked by *’s and numbered by serial numbers in circles, 
as @, ©. 

The dots in a row below the sound record are time signals, one 
one-hundredth second apart. The numbers below the dots between 
the *’s are the time intervals between the drumbeats in hundredths 
of a second. 

The notes of the music which have distinct accents as heard on 
the phonograph are marked A—G on both the score, figure 4 [pl. 16], 
and on the upper edge of the photograph. Each note of the score 
is marked with a letter, as a, 6, c-w, and the same notes when 
identified are similarly marked on the photograph. 

There is a remarkable regularity in the beats of the drum. The 
12 intervals between beats, in hundredths of a second, are 92, 92, 


28 A certified test of the author’s pitch discrimination was made in 1914 by Prof. Carl E. Seashore, dean 
of the Graduate College, University of lowa, lowa City, lowa. 
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89, 91, 92, 90, 91, 90, 94, 93, 93, 91. The average interval is 0.92 
second. 

Figure 5 [pl. 16] is a diagram of the time relations of the various 
elements of the music drawn to exact scale, 1 millimeter being equal 
to +55 second. The drumbeats are marked by bars and these 
and the notes are marked as aiready described. The numbers above 
the notes are the intervals in hundredths of a second between the 
beginning of the note and the preceding or succeeding drumbeat, as 
counted on the photograph. The numbers, as 39, 193, etc., are the 
intervals between notes (lengths of notes) in hundredths of a second. 
The note c is 0.39 second long; e and f together are 0.74 second long;. 
g and h, 0.74 second long; and J, 0.71 second long. It would appear 
that a quarter note may be taken as equal to 0.74 second, exactly 
the same value as is very definitely shown to exist in the Woman's . 
dance. The first note of the diagram is then an eighth note, the 
second is a dotted half note, etc. The interpretation of the length 
of the notes in musical notation may then be written as in the last 
line of figure 5 [pl. 16]. The phrase thus interpreted is hardly long 
enough to determine the length of the bar, but the piece seems to be 
in 2—4 time, with bars as indicated. This is insubstantial agreement 
with the original transcription. 

From this study of the photograph of the Lame dance it is difficult 
to determine any definite relation between the drumbeats, which 
occur with mechanical regularity, and the voice, which has a varying 
accent and rhythm. Perhaps it may be said that a drumbeat 
follows an accented vocal note, as beats ©, @, and © follow the 
accented notes ef, gh, and 7k. On the other hand, the strongly 
accented note w follows beat @ after a short interval of 0.11 second. 

In the Woman’s dance each pair of drumbeats seems to correspond 
very directly to the 2-4 measure of the musical notation, and such 
a measure has a length of 0.29+0.45=0.74 second, which is the 
period of the pairs of beats. In the Lame dance the quarter note 
of the voice seems to be exactly the same as for the Woman’s dance, 
0.74 second, but in the Lame dance there is no apparent relation of 
this interval to the drumbeats, which are 0.92 second apart. 


Dayton C. MILLER. 
Aprit 9, 1918. 
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